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There are two voIl the S'' ■ m rt Guide 8-12, The firstvCon- 

tains the guide tc - larv jurrlculum aTid, in additiori, 

, part of the reSou^ t the curriculum material. The 

remaining resour ;t. , d n " d^x, f re prtfSenl^d in^ second 
volume. This ht ? fhat the Content Resources of 

Volume I can be ,ui jousJV with the Ttieme Resources 

of Volume IL The ot n th je sectipfjs h^ve been organized so , 
that readers can cc c^rces from in^pntent.afea and any 

theme and thus " j tf^ . own resource Book for use in ttfe 
planning of^their .e. j ts: Tp fa^cMitafe access to particular 
areas in these chrJpp^r% series of display headings has been 
presented in the top. right-hand corner W each resource page; These 
display headings correspond to the secondary art prbgram learning 
outcomes, which are identified in the curriculum section of this 
guide, ' ' 
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Preface 



. Tf\G* Secondar}/ Art Guide B-ll was developed to feflcourage. students 
' to'p&rtak&of experiences tJiat^ Increase tjieir knowledge of art ex- 
' te/id their JkMIs In specific disci^llneSp and refine their attitudes 
towpr;d art. The ' curriculum was . developed tQ reflect the ex- 
pfectatidns set focth In th^ Aims of kducatiori for Elementary and Secoti- 
' dary S^tho^ls in ^ British Columbia, whioh states in part that "the 
schdprs primary purpose Is to educate by enaJbirng each student to 
pursue exqellen'ce, tp experience success, and to realise maximum 
' potential.^ The c^rrJculum should enabJje each student to achieve 
educational and vqcatlonal goals and to develop Interests, skills, 
* and abilities''' The^ of Education for Elementary and Secondary 

Schools are outlinBd in the Administrajive Handbook for Elementary and 
Secondar]^$choob/wh\oh Is available from the ^4inlstryof Education's 
. Rubllcation Services Branch, '878 Viewfleld Roadr Victoria, British 
Columbia, V9A 4yh ' 

In addition, the irt curriculum attempts tq me6t many of the core 
areas as defined in the Guide to the Core Curriculum, 1977, which is 
alio - available from Publlqation Services Branch. The cbre 
currtculum fdcusses on the following areasi Canada's cultural and 
physical heritage; the cultural and physical heritage of the world; 
the roles, resp^onsibflitles, and rights of the individuaj In society; 
fnpulry, analysis, arid problt m-solving skills; an^ hearlthful living. 

The Mihist^y has further defined the place of fine arts, and thus Art 
8-12, In "Fine Arts and the Core Curriculum^ Schools Department 
Circular No, 82, 1.979 03 27'' (sfee Appendix). In part this circular 
states that "the Ministry has taken the position that [fihe arts in 
Education] is a vitally imRortant aspect of a students education but 
that becausi of the rich and diverse potential it has for learning, the 
developmant of provlncially prescriptive courses is not desirable, 
Iji'itead, general curriculum policy guides will be prepared, and 
Bchools are asked to ensure that within these^ "significant learning 
experiences are provided/* . # 

These curriqulurn poncy guides were developed through a revision 
of, the secondary fine arts curriculum. This revision began with the 
forfna'tion of a Fine Arts Review Comnfiittea That committee, after 
assessing ekistln^ programs, , suggested updating the currlculunri' 
and resources to reflect new developments and tr6nds> in art 
education,' Accordlrigly, a Fine^rts Advisory 'Committee wasiormed 
to guide tfie revision process. This committee Was divided Into three 
curriculum subcommittees^ art* music, "and drama. The sub= 
committees identified a Common setaf goalf for fi^e arts programs, 
and then, ysing these goals as a'gufde,,each subcommittee started 
developlrtg curriculum guides. ^ - ' 

;Durrng the development' of the art curricufUm it ^eca^ oeceBsary 
to form a" second' art revision committee. This copimlftee v^as 
*establlshed^ in Deeefriber, 1977 to continue the art curricu^lum 

* Revision work, * ? 

^ ' ' ' ^ - ' ' ' ■ ..- ■ 

In May, 1979 a reaction panel met to consider the draft of the 
propopey secondary art curriculum guide. In aqcordanct with the 
- siiKestions received, the, draft wap then revised between Sep- 



tember» 1979 and June, 1§80. During this stage several resource 
persons attended connimittee meetings to assist the curriculum com- 
mittee. In addition, severaLart educators helped the committee to 
select and define art courses. The curriculum guide was formally 
appro^ad^ by the Ministry in June,^ 196 1, 

The 19B1 progrpm differs in several respects from the previous.art , 
^^rogra^m prepared iftJ?i65/66. First of^Ih it emphasizes^ imagery as ^ 
the central fq,dus of qrt and considers the image itself as central to 
Visual learning./lniagery exists in both the mental process and th,e 
product of art. It is all impprtant sinfte, there is ho' art without an 
imaga There ar%many leVeJs of imagery,, yet all are prodMcts of the 
imagination — products 6reated through qbservation or from the 
mepiory of thi student. Even when an'jmposed subject is used to 
facilitsfta learning, the image is ■vital: It is the means by which Jtu- ' 
"dertts learn Xd know, apply; and consider art 

Secondly^ the 1^81 prograrh ItK^sses the development of reasoned 
criticism and sees the history and heritage of art as^integrar to all 
art coursas. In contrast, the 19p5/66 program emphasized the 
preparation of students for. specif Ic professional careers. In ad- 
ditibn,* the earlier program identified applied design and .com^ ' 
mercl&l design as 'Specific courses while the revised proiram in= 
jCludes them in all area|^of visual expression. 

Thirdly, the 1981 program Includes printmaking, film, and 
photography in a Content pesgurcfs section entitled ''Visual Ex- 
pression in GraphHCS," Also; while the' new program acknowledges 
that the development of techrtfcai skills Is essential, it designates 
the development. of Imagery as Its ultimate goal. 




A e k n 0 wl a dg m e n ts 



The revision of the art cufrlculum (8-12) involved many lndividual& 
and groups. The members of the Art subcommittee as well as the 
resource persons and the reaction panelists have been central to 
tha process. The Ministry wishes to extend its sincere thanks to the 
following participants. 

Art Subcommittee of the- Fine Arts Advisory Committee, 
December 1977 

Wyn Davles School District No. 71, Courtenay (June 1979) 

Albert Lay School District No. 39, Vancouver 

Jennifer Mclntyra School District No. 61, Victoria 

Barbara Sunday School District No, 45, West Vancouver 

Michael L Verge School District No, 59, Dawson Creek 

(Curriculum 

Consultant) 

Janis Cleugh School District No, 62, Sooke 

(Curriculum 

Consultant) 

Joe Varro School District No. 41. Burnaby 

(Corresponding 

MemJper) 

Resource Persons 

Sam Black University of British Columbia, Vancouver 

Mary Bowerman School District No, 39, Vancouver 

John Cawood University of Victoriaj Victoria 

draeme Chalmers University of British Columbia, Vancouver 

Penny- Gouldstone University of British Columbia, Vancouver 

Jim Gray University of British Columbia, Vahcouvjer 

Bob King School district No. 43, Coquitlam | 

Nancy Kirk School District No. 43, Coquitla/n 

Waine Ryzak School District No, '61, Victoria \| 

Bob Steele - University of British Columbia, Vancouver 

Edmund Sunday School District No. 39, Vancouver 

Kit Grauer School District No, 38, Richmond 

Don Portyance School District No. 43, Coquitlam 

Reaction Panel to Draft of the Proposed Curriculum, May, 1979 
Jennette Andrews School DistNct No. 45, West Vancouver 

Harriet'Avery School District No. 85, Vancouver Island 

North ' 1 

Tony Booker 'School District No, 39, Vancouver \^ 

Doug Boughton University of British Columbia, Vancouver 

Mary Bowerman School District No, 39, Vancouver 



Nell Crouch 
Bob Crumlin 
Chris Doman 
John Gilchrist . 
Ydlhi Hashimoto 
Michael Hamming 
Geoff Hodder 
Doug Kerr 
Bob King 
Bob Law 
Jariet .Noble 
Agness Philipps 
Chris Regehr 
Dennis Siemens 
Wayne Thom 
Lily Wallace 
Jan Wilson 



School District No. 71, Courtenby 

School District No. 39, Vancouver 

School District No, 6^, Saanlch 

School District No. 68, Hazelton 

School District Not 57, Prince George 

School bistrict .No, 61, Vlctorip 
University of Victoria, Victoria 

School District No. 24, Kamloops 

Schooh District No, 43, Coquitlam 

School District No. 27, Cariboo-Chilcotin 

School District No. 59, Dawson Creik^ 

School District No, 41, Burnaby 

School District No. 36, Surrey 

School District No. 28, Quesnel " . 

School District No. 62, Sooke 

School District No. 61p Victo/ia 

School District Nq. 39, Vancouver 



Some of the resource persons previously acknowledged were also 
part of the British Columbia Art Teachers' Association. 



Thanks are also due to ail the students who contributed and gave 
permission to use their art work in this pubilQation, 



The Secondary Art Curriculum 



Rationale 

Art is a fundamental dimension of human life. Throughout recorded 
history htuman beings have used the, visual arts to give form and 
meanini to ideas and feelings and Jo a^cpress and comnhuinictte 
profoundly-felt expariances to others. Hence, -the presence of ant as 
a formative medium is found hot only in^ou/ museurns and gallerias 
but la all those objects and technologies \hat have their origin in 
vrsual (or spatial) thinking and their fnsumg deveJopment in visual 
design. 5 - ' ■ ' ^ ^ . 

HuTpan experience is ordered ih vaMous ways^ numerlcallyp verbally, 
musically, kinesthatically, and visually: Students need experience in 
all these areas if they are to gajn the maximum benefit frojri the^r 
education. Education in art hel^s students to pecome selective and ' 
idiscrimirrating ^n the^l- visual Judgements an0 to improvr thair un= 
derstanding of their visual environmarit. Students also need prac- 
tice recognizing and understanding the relations between these 
areas pf hurhan experience. Education^in art encouPages students to 
♦ consider the relation between verbal and visual learning, or, in other 
wQr6%, to ^'visual literacy/' For these reasons, education in art is 
esspntial edy cation. 

When schools provide suitable and imaginative art programs that 
combine the disciplines of ir^lleqtual activity wt^up^ysical skill^s 
in creative problem^solving, they .are supporting tf^ ' individual 
growth of students and are contributing to the development of 'their 
personality. Students who participate in such art programs not only 
gain a knowledge of af^ and the ro4i" it plays In hujnan intaractiorT 
'but also develop an understanding and appreciation Of the arts of 
other cultures, both historical and contemporary. The experience of 
art also Nelps students toJfeecome selective'and discriminating fn 
their visufl 'judgemerlt and thus improve their understanding of 
their own visual environment 

- ' > ^ 

Students' of art must develbp sorrie mastery of basig skills and ' 
acquire a working knowledga of the fundamentals, history, and 
heritage df art. ioth tacets lead to worthwhiJe art^experijencesr the 
satisfaction of achievement m% well as the understanding and en- 
joyment of the artistic creation of others.. Skjils, while 'not ends in 
themselves, are important keys to greater freedom, personal growth, 
and artistic confidence. 

This art curriculum defines and enunciates a bo^y of knowledge 
supported by teaching suggestions fronrt whicfrart programs should 
bp developed. The vwse an^ Imaginative use of this guide should 
assist wteachers to establish sequential developmental exercisei^ It 
should also help tteem to create th^ conrfitidns and circumstances 
whereby students may;experlencii artd^explofii a series of actlvltres 
suited to their needs and related, to sptcific goals; 

A welMeveloped art program wilf include opportunities for stu- 
dents to see and feel v^suaL relationship^ to develop imagination 
and personal Imageryi to engagf in^the practical production of art 
work; to apprecfate' the art of others; to develop an informed 




aeslhetic and critical awarene&s; and to evaluate thf ir own work and 
that of others, y ' ^ ' 

Although visual images may rrake strong and stirring Impressions 
no matter what their source or orlgjn, fuller understanding of them 
depends on knQwledg& gajned "ittrough effective educational 
preparation/ A wtflhdeveloped art program will expand "^nd clarify 
visual awareness mnh will deepen and refine feelings. It will help 
students to enjoy greater self-knowledge and self-enrichment as 
well as increase, their understanding of others, = * 

This guide is compiled In the belief that its use wiil maJje more ef- 
fective the teaching and learning of art. 

Program Goals 

The goals are the overilF statem'ents of intent for the art curriculum. 
They are derived from the rationale for this curriculum and provide 
a basic structure from which all components of the guide havq^ean 
developed. ^ - , - 

r ' 

The lecondary art program goafs are as follows^ 

a to stimulate and extend students' visual curiosity; 

e to assist studehts in developing appr'eciation for their own ar- 
tistic endeavops and those of 't)thers; 

9 to develop students' potential to respond critically to visual 
and aesthetic phenomena; ■ 

• to enable students to gain expertise In drt processes and 
skills; " ^ ^ ■ . ^ 

• to foster in students an understanding of the relation be- 
twe^fi art and history. ^ ^ 

Learning Outcomes ^ 

The following learning outcomes are designed to meet the program 
goals of the secortdary^ art curricjulum. They are^the basis upon 
which thf mate-rial found in the Content Resources and Theme 
Resources sections of the art guide — has been organized, and they 
provide teachers with a structure for organiling^ instruction. 

A student should demonstrate knowledge-ofp and the abjiity to use 
__gJmaga£yy-=^ — ^ — — ^— _ - ; ^ 

• the elements and principles pf design^ 

0 historical and contempora,ry developmints^ bnd ' 

• reasoned criticism. - ^ ^ 

Additional learning outcocnes relating to this book-s specific con- 
=tent areas have also been developed. These ©oncern 

• the ability to apply the materials^ tools and aqulpmenti and 
processes of art to thf visual expression areasp and 

• the ability to use appropriate vocabulary. 



Basis ConDeptMil Model Por Thtj Quida' 



ERIC 



j. ^ _ =. PROGRAM GOALS :i — — 



SUIDi D^NTINT AREAS 



Art Faundatlons ' 








r - 




Visual Expression In Geramn^s 












Vi^suaj Expression In Drawing an^^ainting ■ 












— — ■ ! — — ■ . - 

Visual Expression In Graphics 












Visual Expression in Sculptuce 












. vTsual Expression In Textiles 
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Scope ancl Sequeiict for Secondary Ai^ ^ * 

The chart 'included|jri^ide the back cover of the Curriculum Guide 
and Content Reioircefe volume of the SecaHdflr^^^ Guide 8-12 shows 
the scope and sequence' of Instruction for sedpndary art programs, 
the chart reflects the three levels qf Instruction in secondary art 
programs Art Foundltjons, the first levels represents the cbrii of the 
art curriculum and consists of ; inft'dductory rriaterlal In all areas of 
visual expressltfrt, It is intended to provide studihts with op- 
portuhitlis to develop arid review a basic understanding of art Its 
content is varied In , nature and should be selected and organized to 
suit the maturity and needs of students entering art in the secon- 
dsry school for the ; first time.: Art foundations is considered a 
prerequisite "for further study in art ' V > .-V. 

Beyond the Art Foundations leyeh the art program branches into 
five areas of visual expression^ ceramics, drawing and paintihg 
graphics* sculpture, and textiles. These areas of visual expression 
reflect the two remaining^ levels of jnsjructioni basie and advanctd.. 

Visual expression in cetamici outlines contertt that provides op- 
pgrtunities fo^ students to ^gajn Insight into/^traditiona^L ind.cpr^ 
temporary practice in ceramics as a medium of creative ixpression 
arid functional value. This material may be taught as a specialty or 
in \coni|3matlon with other visual expression areas* 



VlsUat expression in drawing and painting allows the student to 
focus on drawing and painting, as a ve^le for wprH in other visual 
"expression areas or to study a wide vpr^y of techniques, materials, 
and jmages as desired for a drawing and/or painting specialty. This 
material may be taught as a specialty or in combination with oni.pr 
rtiore of the visual expressicn ar^aSi ' * . 

Visual expression in graphics outlines content tHit provides op- 
portunities for students td gain insight Into traditional arid con^ 
temporary practifces in iphotography, printmaklng, and print 
Teachers may select from the content outlined to design specialty 
courses in graphics or In combination with one or more of the^other 
visual expression areas. ^ . - ' ^ 

Visual expression in sculpture deals with iriiages modelled, carved, 
casLof assembled. This material may be taught as a specialty or in 
comoinatlon with one or more of the other visual. expression areas. 

Visual expressionin textiles defls with many aspects of fibre arts. 
The content Is outlined under fibre construction, fabric con- 
struction, and surface embatlishment This material may be taught 
as a specialty or in combi nation with one or more of the other visual 
expression areas. % 
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12. CURRICULUM GUIDE 



Art Courses^ 



This jguida has been cteslgned to ermpurage fiiklbl^M the 
developrnent of Dourses and programs . so that tfiey may best meet 
mo$t student needs. ^ \ " - ^ 

Not all schopls:will be able to offer all art courses outlined in thp 
following pages, and therefore some cour^ selectfori will be 
. necessary. It may also be advisabre to tiouble b^^ itu-\ 
^ dents frpm two grades to take a course at the same tifne/in order tO; 
provide the couftes necessary to meet students' heeds* 

In art courses ^he content v^^ aQpordirig to the ways Injwhlch- 

visual expression areas b^ond the art fpundatjons Isyej 

b i ned: There\ af e two wayi of *p*^a)i^ng corite nt^ ^ / ■ > 

. * Courses may be spjecti^^hat Involve at least four o^ the f iyet : 
visual expression areas* (Art 8, 9, 10, 11/ 12/ Art Careers 12) 

^ • Courses may be selected that Involve three or fewer of the 
visual expression are^ffi-^-rt^^flr Ar^/2-D, g?srf« 11/ 22; 
' Visual Art/S-Dr grades 9/10/ Ih 12i Aj-t Mrem 12)' ^ . 

As the following chart shows; there are five art'coursesp all except \ 
one of which are avaMable at different grade levels. The designation 
9/10 iriMnsJhjijt school^^^ 

be offered at either the grade 9 or 10 level* Students from both 
grades may be grouped tb take subh a course at the same time but 
can receive qredit for the course only once. These courses represent 
the full secondary art program. ThQs a student may receive a 
. maximum of twelve art courses frorh grades 8 thrpugh 12* This also 
enables junior secondary schools to offer two additional authorized , 
courses of H specialized nature.^ ^ - Z ^ ' 



Coyrie NiiTi.a 


NumbBr of Visual 
Exprgiilon' Afeii Inyolyg^d 


Abbreviation 


bfidt Lgvil 


Art 


at least 4 


Art : : 


8, i, iO, 11,. 12 


Viiual Art/2-D 


=3 or ftwtr 


V.A. 


9/10, 11, li / 


Visual Art/3^D ■ 


.3 or fewer _ . 


V.A. 3-D\ 


9/10, .11, 12 1 


Art Carttrs 


3 or fewir ^ ^ 


AC. 


12 ' J 











It Is recommehded that 100 to 120 hours be allotted for each art 
course offered. ^ 

There are no prerequisites for entryj into any art course prior to 
grade 11. However, prior to enrolling In a 12 level course, shjdents 
must have successfully cornpleted an approprlate.il level course. 

A, list of prescribed and authorized materials is found In the 
Prescribed and Authorized • Learning Resources Catalogue published an= 
huaHy by the Ministry of Education. If unavailable within the schoolp 
copies of this publication may be obtaihed frpm tVie Ministry of 
Education, Publication Services Branchi 878 Viewfield Road, Vlc» 



toria/ ffritish Columbia, -V9A 4Vi, vln id^^ 
FctciUtie$ Manml available in school bpard off ices outlines 
and^deiign guidelines and also mak^s suggestions conc^erning fur- 
niture and equipment . ; 

THese courses will offer the Art Foundations content arid are thus 
the basic cpmponent or cone of the art prpgrams. The other, art 
courses in the art program v/firbe bullt"upyn the basics of art 
"^ r . ,- students are provided with ^ h ' 

" Art 10 aiid M - ; - 1; ^\ • - 

r 7 Stutiants sbbuid be jencduriged^ Art^S and/dr 9 prior td 
. ^ enroirmg In Art 10 or 11. Howevferj -siftce some students may not 
have takem^rt S artd/dr 9, the Art jlO and 11 coursM shbuid 
designed for two purposed. Firsts these cburses^hou Id rneet the 
^^needi of students wishing to continue tNiir educaimn in art by of-: 
= ' fering experiences in a^ariety of vjsual expre^loji'aNas. Secontfly,' 
■ i t h e s e c q Lif s e^ s h ou I d ni ee t the n e ed s of s t u de n t s w h o a re tak i ng a rt 
, for the first time arid thus require the teachii^^ 

The Art 10 and 11 cputses sftduld allow for liftrning experiences in 
a. minimum of four of the five visual expreiiion areas. Teachers 
V . should select appropriate content to ensure ti^at students have an 
^ opportunity to achieve a H lea rni outdo mes. - > 

^ An'\2 \ \ • ;/ ' ' 

^ An Art 12 teourse should be^esigned solely^to meet'the nfeeds of 
, : students wisrilng td continue their education in art through ej<- 

; : periences in a minimum^ of four out of five visual expression areas, 

/ ^ Jreachers should- select appropriate content to ensu 

have an opportunity to achieve all learning OMtcomes. 

Visual Art/2-D, Qitades 9/1^ 

Gourses within this option should be-desigried for stuc^nts vVrshing 
to focus their studies on either or both of dravs^ing and/^^ 
^ graphips^ Where necessary, Art Foundations i 

It is recommended that students take an Art S, &, or 10 course p 
^ .to, or concurrent with, course work in this area* Teachers^ 

, ^T^. * select apprbprlate content to ensure that opportunitiis 

for all studenis to acriieve all learning outcomes. 

^ Visual Art^-D, Grade ^ 

A Visual Art grade 12 course should be designed solely to meet 
the needs of students wishing to continue tbelr edycatlon in art 
through experiences in drawing, painting, and/or gra^^ 
, ■ should select appropriate content to ensure that opppr 

" provided for all students to achieve all learning outcomes. Student 
. must have successfully completed a Visual Art/2-D, grade 11 or Art 

11 course prior to enroiring in a Visual Art/2-b, grade 12 course* 
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Visual Art^-D, Grades 9/10 and 11 



CpurBes within this.^ptiori should beCdesigned for studtrits w ; ■ 

Ho focuii thelp studies on either pH^^^ ; i T V 

tektilei* or^ulpture/Where necessary, Art Fpundations sHoM ".. . 

■ incorporated* It iS recommthdey that students Wke ari Art 8, 9,. or: ' : ' 

V 10 cburse prtorj toi-or ^dneurrert wfthp coui^es in this arear; ; 
/ Teachers shOiu|d iefe^ appropriate content to enwre that op- > , 
y pqrtunities are provided for all studinti to achieve all Jearnihg oui- 1 i v 
comes. ■'. , : \. /'. ' '^ y.- - '^^ ' y - • \ v'-.. 

./Vlsuai4rt/3-Dv,Grad^^ - \ V,; \ '^^f;:*- 

A Vlsui^j Art/3-b, grade 12 opurse should be des^ned solely to meet - : /^^^ ^ ! 
^^^the-nWds pf studehts^^^w their-educatlpriiifi art^^^-y^ 

/ through escperlances in ceramics/ scylptuire, Bt\d textiles^ Tethers V y ' ' 
ttioiild select apprQpriate cont t^ opportu nltit& are r v V : I ^ ^ ' ' 

- ' provided for all students to achieve ail learning outcomjss. Students . 0 ' 
. must have succiessfu I ly completed a Visual Ant/3- D, grade 11 or Art / ^ t; 
11 course prior to enrolling in a"Vlsual Art/3fD^^ 

- Art: Careers 12^^^^^^ i:,--*- ■ - > : ^-^--^ v-. -': v ^ : v y 

/ An Art pareers 12 course should be designed to meet the need^ of \ " ^ 

studehts who have completed the advanced level In at least two 
visual expression areas or whps have reached the advanced level in# . ^ 

' "two and J)ire/pi; completing those levels concurreritlv with Art \ 

^i^Careerrf Jpv Thia course ihould provide experienced art students 
with thk^pportuhity. to ^tudy f urther^ to prepare portfpHos for post-: \ . : 
seconcfer^T institutions : or employmentp - to plan and Conduct \^ - j 
showingsVbf; \$rark, and to participate Jn work e^cperience programs. : ^ . ^ - . 
Art Careirsr because* of its'specirl naturfep may draw content from " ■ 
\ahy rtujiibef of visualspxpr^ " ^ 

y .focuf on any^ of the learning outcomes. 

■V \ y- '-i ' ^ / ■ ^ r ^r^: ^ -^^ ■ . '.^ / 
Loban^ Dtvelopid Courses V * 

^ Where a school finds. ttiecesM 

<to take more than one course jn a particular cdursCarea in any one.^ \ \, ^ 

gradei the l&cally devaloped course option Is recon^ended. This : ; 
guide allows for thp temhing of units within each vlsU^ . ^ 

area. For examplep Jewellery can be talight as a part of a Visual 
Art/3-D course; simil^ly so could stitchery. Also* film-making could - v " ' 

, be taught as a part of Visual Art/2-p. In schools where It is diesirable 
-Ifrrexpand such units (e.g., Jewellery* stitcheryj film-making) intd'full 
year or semester courses, the locally developed course option 
should be used. T 
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> Visual* 
Art 2D 



yiiUil. 
ATt. 2D^ 
- 11 



^ Visual 
^-^rt 2D 
. " -12 ' 



Art 8 



T 



Art 9 



A. 



Art 10 



Artm ^ 



-''"Art 

^vi2 : 



Visual 
Art 3D 
9/10 



Visuel 
Art 3D 
- 11 



VIsi^J ^ 
Art'3D 
12 



prerequisites required 
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Evalualion 



I In general; evaluation In education^is the iystematlde^atTilnat4ori of 
;what Isi belng^ learned or tau^^^Evaluatlon requlrts infornried 
' judgments about peMorrnanee as jffdlcated by chahgei;-in behavior, 
attitudei^ and knowledgai Evajuatibn^ an orv^golng process, 

taking place frequently on several levels of Interaction and in- 
volving a yarle^ of wp)^ of gathering apprbprlata lnfornlatldn. 
Orlteria -for evaluatlop: of student learning program daiignp and 
t^phiji^ effectiveness should be;^losely relat|d to cufriculum goals 
aneT laam i^g outcomes, course^ nd program req^ irem^ents, a nd ob- 
Jectives for individual urflts of ^lidy. Whatever the'subjectp the use 
\of clearly stated instructionaf'pbjectives greatly assists in linking 
- : eva lu a 1 1 6 n of c I p s sro om a ct i v it! es wit h\ the p u/pos es of va r i ou s 
^ levels oft instructio na l^progc$tTis - -^—v—-- 

This bontinuum of purpose arid evaluation can b^ applied to art in- 
Strucffon. "W^ithin this guide provincial aimSp goalSp. learning ou t- 
cbmeSj an3;activfty syggeitlons have^eeri developed with sych a 

' progresfion In mi ndr The activity statements c^talhed in.Jhis 
guide, and the summary Statements contained on ^he scope and 
sequence chart wh|ch accompanies it, can be translated into In* 
stru^ctiohal objectives by specify^ the content involved, the kinds 
of ^ctions^the student^ will perform when Involved in the activltyi' 
and ^ the ^critei^ia to used as ev^ence 4hat the student has 
achieved competence. H^ncep teachers*gain evaluatl^^ iTiformation 

^ regarding the effectiveness or design, c I assrioom practices, 

arid student learning. ^Or e^arnple, ivajUation of tasks, such as the 
student*s proper and sate uke of a tool or the preparation of a 

2^mat^rialj^ is easily carried but tHrough such a, translation into in- 

rstructidral bbjictives. ^ 

It is important to note that,' while 7ristructionil objectives may have 
been made clear to students, many student tearnfngs in art may not 
;paraflel instructi onarr object Ives* T -^ue to the ex— 

preiilye nature of art. Such divergent learnings are often of great 
value afid deserve special consideration. Objectives concerning In- 
tuitioriv feeling, emption,'appreciation, commitment, and a sense of 
design are highly valued aspects of learning in art It is essential to 
include ttiprh in instructional design, In planning ind teaching and, 
most difficult of a Ij, in evaluatibn. ■ - : 



Because many of the- effects of ihstruction In art become evident 
only oyer a long period, and because art by its very nature involvts 
divergent thinking and manifestations^ a variety of methods for 
gathering Informat on is necessary. It Is expected that systems will 
hm developed tp gather and store informatlpn so that long-range 
grbwth^ can be jseen. Sketchbooks, folios^ chirts^ graphs, 
discussions, and written anecdotes are sortie of the practical aids 
that can assist In this process. 

In this guide one learning outcome — that a student should demon- 
strate knowledge of, ability to apply, and consideration for reasoned 
criticism — contains a, variety of practical suggestions through 
whicffi students | might develop :.personal evaluative skills. 
Throi^nQut the guid%^^activities have been posed to encourage 
critical observatibn» discussion^ comparisoni and selection. 



, Some l^yej bf avaluttiofi nUJ^ take plac^ in ordgr tha^ 
be, ■accompli s^Led. it J^'- intended that a ^climatt^' of ; cotttmuff^^ 
ivaluatipn be':established in day-tp-day prbceedmgs/ln ihii way stu-^^ 
dent growth Is cohtin^aHy. assessed, teaching eff^ctivehart is con- ^ 
ttlnuaJly ahalystdp and. program design is cbhtinually revie^^^^ 
growth can be viewedp arrd cha/igis mide, In light of the Iternlng- 
outcomes'%Hted ir\ -the guide/ ^^o;^.;^^^^^-^ ^ ^^^ ' ; ;f T \ - 



Thaf^pllowiag JthrBer documents rria^ be of spnfie isii$tsngfer -Gp^-' 
tribuTion and'lMe of C!aB$rd6m TiBtSr'^rfidi^^ ISBUif dnd 'Alter^ ] 

native, arid^ Selecfimv and ;Use of Standardized X^st: ^ey ; haye . been 
developed by the Learning Assessm^ent Bran of ^the^Mlniiftrii^Vpfv 
£ d u ca ti 0 n a hd a re a va i la b le f rom Pti bli cati on 8 ervTces Bra hchV 8 7B^h 
-VIewfleia.'Ro&d/Vtetorlai S " ' 
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U si rig This Rasocirce Guide 



A curriculum Is intended to guide and=iupRort teachers In desighing 
prpgrams that will meit the needs.of studentSp the school, and the 
community. It floes so by offering a structure of rationale, goali, 
learning outcomt^-^d course no|Tienclature within which schosi 
^districts and/or teacftrs are freelo develop cburses^nd select con- 
.tent. ^^ \. . ■ : ^ ^ . / .\ 

Thii resourde guide;Offers teacheVs a structure that wiirenable 
them to ^develop courses that achieve the curflculuni goal? of the 
secondary art program^ J t has been designed a^nd written to en- 
courage teachers to take -a highly flexible apprpach in their 
. teaching, an approach which capitalizes maximally upon their own ' 
, res o u rc e$ ' a nd t h os e of their i c h b o I ; &nd co rn m u n J ty. " 

Tftac^nlzihg that air iti^ artj Ahe 

secondary :^rtqUfti€uiumeri^ 

to a I low stOde'nti to'enter aLTt cou rses ^egard l^ss of the.cpuries .they . 
have taken. Students at . the beginning of ^hiir formal studies In art 
require some exposure to ill the visual expression areasi oeranriics; ^ 
drawing and ^^paintlngi graph icSr scurpture, and textfles^ This guide 
offers 'Suggestions on approaches an'd. content that cover ill points 
of developfnent, beginning withy the Art. Foundation level for itu- 
dents comriiencing their study of arti and prbceedihg through basic 
.and advanced levels of expertise. ^ ' 

What makes possible this fiexibUity in approach is the structure 
upon which thersuggeitlons offered in the Content and Theme 
Resources\ section of this guide are based. All the appraaches 
suggested here, whether for the Art Foundations, basic, or advanced 
I eve If are organized around the six learning outcomes for siecondpry 
art programs identified In the Curricuium^sectlon of this guide.- 
Thise learning outcorries are Identified in display type in the top' 
Tight-hand corner of the page and always occur in the.sam^ 
presentationi . ' , 

• Imageryi * . -v 

• the elements/and principles of design,. 

• historical and contemporary dlvelopfiiirtts*. 

• reasoned arltjclimi " - 

the applications of materials, tools and equipment, and processes 
of art, and 

• vocabulaiy. / 

It is the responsibility of teacher|^to ensure that. their studentSp 
regardless of their lever, achieve* these learning outcomes, and thai 
th# program goals, and there are coQhtless ways of doing sp. This 
guide offers a great many resources, suggestions, actlvltl^^ and ap- 
proaches towards achieving these learning outcomes at all levels of 
development and in ^1 ar^as of visual expression, but/ the 
suggestions gjven here are by no means exhaustive. For this raason, 
fully one-third of this guide is given over to a column for teachers' 
notes. In the Art Fou.ndatlons chapter several resources, references, 
and^annotations have been added to this -'Notes" column. In other 
chapters this cojumn Is left open for similar notations and for other 
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activities that individual teachers have developed In ordir to ac- 
complish^the learning outcdfnes. It is hoped that thfrse *'Notes"- 
columns will eventually become filled v^iffi'^'^^a chip's own ap- 
proaches, resources, and activltieSs for this bulde' represents a foun- 
datlon .upon which teacKers can conStruol Individually tailored 
programi that bring In their own special understanding and skills. 

As mjcht this resource guide is meant to be a document that con- 
tinues to grow ?wlth lts^usi.^The suggestrons in both ;,the Content 
Rtsources-sectlon of Volume I and the Themp^esources section of 
Volume II have been organfzed and deslgned^o aHow quick and tasy 
access trf any p^te. in. the jujdep This design allows teachtrs^o 
combine materjal from any thanrte with any level in the cohtent 
are^s, and also to refer^^sily to sug^ parallel visuat 

expresiioh areas, levels of advancement, or themes. This will enable 
them to "adapt" the printed suggestions, along with. their own ideas 
and suggestlons'written in the "Notes'* column, to their own uses. 
"When used In this way, Jtiis guide^ah be a highly specialiied, yet 
highly personalizedr cVMtive igoh Furthermorei the presentation of 
material in this foctn^^illi W Is hoped.y dissuade teachers from; 
regarding thjs guide as a*babk written ajsng linear lines that post a 
"clear beginnlns middle, and end. Rathef.^the guide shbuld remain 
an open-ended document, one that teachers may rearrange easily to 
suit therr own special strengths and tHp 'particular needb of their 
stud^ts. . % - ^ 

For this reason, this, guide has been set with margins that are made 
as wide as possible. Teachers who wish to do so may cut away the 
binding of the books, punch the pages, and put them in three-hole 
binders. This will allow teachers who find the "htetes" columns in- 
sufficient a means by which they can pdd more fully to the resour- 
ces offered in this guide. ^ * / 

Above alli the secondary ar\ resource guide is a compendium of 
resources, a tool deslgried'tpjencourage flexibility and creativity In 
the teaching of secondary art programs. None of tK© suggestions 
given in the resource guide should be regarded as being t^e only 
way, the preferred wayi or the best way of achieving a given learning 
autcome^in a particular area. Better ways of responding to the needs 
of individuaj learners or groups of learners, and of adapting to per- 
sonal, co^^wijty,. and school resources can always be found, and 
cofisequ^tly^aiKof the suggestions given here should be regarded 
as beinano;more\than passibl|ities^it is upto the teachers who use 
this guidb to selecMfpm thfe many possibilities given in a particular 
^rea of liarnlng, to compare and pombme .these possibijll^es with 
those fbund in other, sections, and Jo add their own approaches, 
suggestions, activities, and resources to the network of possible ap- 
proacHes that comprise this-art gulde.^ 
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V Th t Fou ndatloi rtr^^^ 
^: In the JSecqndaf/ Art Program 

The feundatmris JivAl of art has a speelaf sigmficince sirjce ite^ 
mastery is requlreti of all students tnterlng a seepndary sehtfol art 
program for the first time and since It Is a prerequisite for further 
study in art* Art Foundatlbhs should lead the student into the 
discipline and excitement of art for Its own sal<e. Bepau^e of the^ 
varying; art backgrounds of stydepts af this level, It is necessary to 
engagelndividual students Jn. a structured course that focusses on 
:self»e)y5ressibn. The; proper use of tools, materia ISp^and equipment, 
shduid be taught at this level^^and basic skills of both-a physical and 
mtntaL^ature should Re developed, maklhg students aware of art as 
a Mtal and challenging medium of communication. ; ; 
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'Irnplemsriting Learning Outcomes in 



A student should demonstrate'knowladgt ^of. and the jbility to use 
. imagery. Here are s&me possibilities. \- ■ ^ v 



■-- Develop imagea thro ugh t he y se^ tJ fsac ili e j^strg t ag>es^u c h a s-s j m* 
pnficatidn: ft : V ^ ^ ^ ' ^^^^^ 

• Discus? the. concepts "iimpllfjcation" afld ''abstraction ." ^ 

• Working from bnii^^soLrfqlT^eaTe a series of sketches gradually 
: omitting I detail. V — : 

. • DrMw fronp a 'toiriplex obiect omitthng^ome line ta creat^implled 
^ Mine and/or Most and found edges: > . ,0 -* : y ^ ^ " 

X'i^StjlUjfe or slmplit^ .derived- from the hCjmpn figure, v;;^ 

^* iKamirte objects for their urfderjying^geometric structure or 

.' ■•/■^^$|^pk ■/ J"."-: ' -", ' ,:■ ' ■ ^ ■ " 



Develop images thrQUgh specific strategies such as juxta^osllion. 
y Discuss the cpnqppt -Juxtaposition." ^ ^ ^ ^ ^ v : 

• ^^oup unlikely images to creates feeling of humor or surprise.' 

• Split and rearrange photographicr iTnages. .\ - ; \ ^ 

. • Combine found and drawn images. . - ' ' 

\ -■ ■ ' ■ . . ■ ■ ■ .* s ■ ^^^^ - ■ . 

• Photograph buildi^ngs, dr monuments that are Jn unusual jux- 
taposition in a built environment. ' ' . . 

DeveltDp images through specifte strategfts such at ilabaration. 

• Discuss the concept "elaboration;"^ - : - . - ^ ^ 

• ^DraW; to eactend selected foun3 Imagery. . ; ^' * ' 

• Supply additional details through pattern arid texture. 

• Criiata a series of ^ketphes basfed on an existing imagep' graduaHy' 
adding detail ; ' ^ ^ i 

• Coltect photographs bf buildings with elp borate decoration* 

Develop Images through specif Jc strategies such as selestlpn. 

• DL|cuss*the oonGept/'selectioh.'- ' ^ ^ \. 

• Use .a view finder to /ocus on sejected^ areas. 

® Sel^t and record imagery using a caniera, binocularsi or 
; microscope. ' ^- . . ; , 

• Select one part of a composifion and tmphasize it using detail, 
colon line weight tone. , - , , • 




9 Claes Old&nburg. monuments * 

• Rene Magrltte ' \ i . :a 

• Robert Rau&chenWrg ^ 
-•"Psiudo Tudofj^ -Colonlil; Mission 

• Baroque pafntln^Strr^H*^^®'' P^^*^ 
Rubens Ap^?i>Viv' 

• Baroque scu lptufwTS*>6lanlorenzo 
Bernini ^'^'^ ^"^'-ryi: 

•>sectlpns of photographs, 7 doodles, 
rubbings 



• j sla m ic arch I tecturi v^iiiAf m^if 

> iccordi rm ■ to ; th^tjtr viewpoi Ht^vandK 
^ - mater la I s ■ .j. ■; ■ • 'r,}.^:'7j-^ : >\, 

• still iif^. bl^Gje^pHpti^gFaph^^^ 

^ -cape - •:—>:- ->^';^_'-|-^t:---;i'f r^:- 

• A lex iColvl I le, To Prince Edwatd 
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Develop images through specific strategiis such as distorfion. 

• Discuss the concept "rfiitortion/' 

; • 'Observe and record imagei seen in reft^ctive surfaces. ^ 

: •Observe and exaggerate selected features of ,an object thrdugh 
shapei detailp colors texture. , : ^ . ' " / ^ 

• Change the scale of an^object / ^ 

• Create distortion by drawing with the eyes closed -or with the 
. hand hidden from view. \ 

• Use distortion to communicate a special kind of information. 

• toraw ah object from many points of view using tracing paper. 
Place each consacutive drawing upon the previous one. 

Develop imiges through specific strategies such as yiewpcilnt. 

• Discuss the concept "viewpoint*'/ 

• Use a **blrd's eye view." 

• Uie a "worm's eye view.-* v v 

• Create an "upside-down" drawing.. . , 
" • Use aerial photogriphs as sources of Imagery, 



Develop images through specific strategies such as animation. 

• piscuss the tferm "ammation." 

• Develop a .metamorphosis series., 

• Create a seriy»f drawings to till a story. ^ 

• Illustrate step-by-step Instructjonsi/ 

• Produce a flip ^ook . * — . _ J *l : ^ 

• Make and use a phenakistwcor^e. . 

• Make a series of images for use with a zoetrope. 

Develop images Airough specific strategies sUch as^magnlfleatlon. 

• Discuss the concept "magnification." - 

• Use images seen through a mlcroscape or magnifying glass ^as 
sources of design for si|kscreenj Stltchiry, weayin ' 

• inlarge an image using the grid technique- 



Work from a variety of sources through the use of specific ap- 
proaches such as bbservation. 
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Oiscuss the concept "observation" as expresied in a variety of art 
movements. \ ^ 



• Record the outline of a variety; of objects alone and in com- 
blriatipn. . i ^ 

• Examine and imitate in a sample study the v^ork of maiters-to ob« 
serve techniques and styles. 

-^Nots4one-t©-slibw^ass in single objects and in cprribinations of 
objects. -• •. 

• Supply details to entire images or portions of images through 
.close and careful pbservation. 

• Study and record contour lines and cross-contour lines* 

• , Examine and record 'surface interruptions. i . 



Work from a variety of sources through the use of specific ap^ 
proaches such as memory. . ' ' 

• Discuss the concept **mem6ry"^as expressed In a variety of art 
movements. 

• Become aware that the memory is a rpposiiory of innomerable 
visual experiences and inriages. 

• Employ memory to evoke associations to develop into symbolic 
irnages. : : , 7 ^ 

• Use memory as a source of invention and improvisation:^ 

• .Employ selective recall through recent or distant memory. 



Work from a variety of sources through the use of specific ap- 
proaches such as Imagination and Vliuallza'tlon. 

• Discuss the concepts -Mmagination*' and. "visualization." 

• Invent Iniages using inner thoughts and feelings. Fantasize and 
exaggerate. ; 



• Employ non-visual sources of inspiration sudh as listening to 

• music. and reading. ' 

• Add to. arid extend a given Image such as a photograph or rubbing 



• Imagine arid record dream landsciipes* future architecture* in- 
teriors. * ' - . 
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: Develop images appropriate for specific purposes such as 
munication. 1 . . . ' * 

D^sou^i thfr concept ^^communication." Note coniMmer influences 
; and cb^mm^rcial intents. 



; ; : • Advartl ie a particuigr funfetion or eyent^j 



• Give directions for finding a place or constructing an object 

• Influence ppinipn through ^a visual essay. 

• illustrate a, story, piece of ( music, or poem^ ; = 

Develop images appropriate fjor specific purposes such as self- 
expression. 

• Oiscuss ^the -concept ''self-ekpression.- 

• .Mato a pjirsonal statement about a particular issue or happeninig, 
f Communicaftr a feeling ti-^jgh^specrflcally selected elements 
V and prinpipleksf^d^^^ 



Develop i 



appropriate 



specific purposes such as 



inoiscuss the epncept "decoration/* Note consumer influences and 
commercial intents, \ 

• ErT*ellish an image throi&gh additive and subtractive procedures. 

Decorate pn object or a space according to stated^esthetic 
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Implementing Learning Outcomes In Art Foundations 



A student sheuld demonstrate knowledge of, and the ability to usa, 
the el^mtfits arid principles of design. Here are some possibilities' 

Emphasize' elements of design such as point and line. , 

• Discuss the terms -point*' and 'lin^*^ ■ ^ ■ 

• Consider two-dimensional and three-dimensional liner change 
direction^ advance; recede. 

• Compile visuai and/or verbal lists refeTrini to point and Una 

• E;samine the use of [ins and point in the work of artists. 



• Enipty a i(5ointillist style in a drawing. 

• Consider the emotfonal aspects of various lines such as a 
horizontal line cofiveying peace and tranquilityi a vertical- line 
conveying stabilrf^ and securltyr a diagonal Jine conveying 
dynamic action, a curved line conveying movement* grace, and 
beauty, a contintious line, a converging line, a calligraphic line, a 
gestural linej an angular line, and a modulated line, . r 

• Study the emotionai impact of Various lines: in abstract com- 
positions. 

• Recognize and record line in the man-made environment. 



• Recognize and record line in the natural environment 

• .Observe the. use of line In advertising. ' 

• Select and organize materials to create lines in a photogram. 

• Use conventional line as in drafting and mapping. 

• Compare kinds of drawn, painted, incise# and stitched lines. 

Emphasize elements of design such as shape and form. 
9 Discuss, the terms "shape" and "form." 

• Compile visual and/or verbal lists referring to shape and form. 



• Discuss "figure-ground" relationships. 




Hoki4sai ^ 




• ^iacfesbri ^^birocl^,X<>m;w5///W (840);; 

• telephone . wires^ street - systems, 



>:> bridges, traffic patterns,. VlctoEJ|irilj 




(: Join • iyiifo:5Pa^"/i.v^^ 
^HerirV; Moore* Barbara Hepwoj^V^i " 




• Rene'' Magrltte, . The SurprisefAnMwhf-- 
■ (1373) ' ; 
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• Be aware of the relatloiihip between siz^ 

• Learn %o represent objects recognition or^ssentia! forms, 

• Construct seulptural or archllactural fornris .from dowels, pdstSj 
boxes. ; ." • • .- • .. ■■ ^ ■ ' ':\ ' ' - . - ' • ■ • - 

• Recognize closed and open forms. 

• Differentiate between positive and negative 

• J d entity a nd - contras t^^ma nimade. a ndZna tu ra I forms . 

• Recognize relationships among shapes. 

Study the emotionarimpact of a form in a squlpture or a building. 

• Discuss the term /'posltiye-negative" shape. 

• Jdentify and record negative shape. 

^^Us^:-put paper to simpllfy^fiof^^ \ 

• Use posterizatidh. techniques to sirhplify shapes. . 

Ernphasize element? of deslgn. such as ipaee, 

• Discuss. the term *'space." v \ 

• Differentiate between real space and types of visually simulated 
* space lif let shallow, deep, Extended). . ^ ; ^ 

• imagine you are inside tfie space created by an artist. Record yqur 
impressions of what you see and feel. 

• Compile visual and/or verbal lists referring to jpace. : 

• Discuss the ways in which different kinds of artists Use spqce. 
Perhaps examine poster designs, ads^ sculpture, religious struc- 
tures^ skyscrapers* or prisons. ^ ^ v / 



• Consider the emotionaT aspect of space. 



• Organize the space in a landscape design to allow for a variety. 

• Visit a theatre set to observe use of space (illusion^ visual dfpth, 
light and shadow). . 

• Use atmospheric perspective to creat^ the illusiori of distance in 
a drawing; painting or print (foreground, middleground,^ 
bpckgrbund). 



• Vary relationships of objects to create space by overlapping, Jux- 
taposition, siie relationships, ind distance: 




i three-d i iTiensi ona I spa ce: arch i tectsjH 
'city planners, designers , . 
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• Define space fay drawing or making trariiparent geornetrie forms. 

• Draw objects. In contour. , > /* v 
, • Reeprd Interior spaee by drawing in tone* ! . ' = 

: :^ • Denipnstrate tfre use of one= and tw^point perspectlye.! 
.:' • CreatMhe Illusion of space by the use ^f overlapping color, size, 
orientation*- valuei ^foreshorttening, detailing. ^ "\\ ^ / 

m Compare various treatnients of jpace . drawn, stitched, painted; 
woven, and sculpted. ^ 

• 'Study traditional uses of space, ^^ 

' ■ ■ - -■ : ■ - - " ■ f ^ . I 

Eif^hasize elements of design such as valuf and tone. 

• Discuss the terms "valge** and "tone." 

>n« Compile- visual 'a n^ lists referring .to valua^^^^.^ . . .^ 

• Complete, use of value in the worf< of artists. 

• Consider the emotional aspects of value. 



• Observe the tonal variety resulting from a changing light sourci,/ 

% Use crosshatching to develop tone In the drawing of a simple 
object 

• Consider the emotional impact of light or dark values in a 
painting ^ * ^ 

'Use chalk and charcoal on grey paper to emphasize the value ' 
relationship In a simple still life. ^ 

• Compare ranges of values to discover wide ranges and narrow 
V ra nges i n dra wi ngs, pa i nt i hgs, dyei ngs, pr i ntSv etchi ngs, a*nd 

photographs. 

• Study tone seen in shadows* 

. • Create value by developing texture on one surface. 

Ehfiphaslze elements of design such as Polor, 

• Discuss the terms **colori* *^hue,'* "Intensityi" and "chroma," 
. *• Compile visual and/or verbal lists referring to color* 

• Construct a simple color wheel* 

• Observe, compare^ and confrast ways in which artists have used 
^ colors. . ^ . 

• Use warm or cool colors In compositions. 



DE/IGN 
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Find examples of eolor harmonies In the natural and man-made 
environments — 
Work with B^jtmite^ pajettg. , > • , 

Use a **dabbed"wo^\porritlllist st^ to achieve color mixing inVa 
painting. ^ .-r"" ■ - ; ; . 

Observe and discuss colors, Selected to create a mood in a 
costume design. = ^ > ' ' . = . 

Observe and discuss color in natural and man-made materials. 
Understand the impact of color appropriate to the /message. 



Study the rnfluence of limited color ranges in interior design. 

• Discuss cultural implication^ of the use of colon 

• Cgnsider thWlemotional irT>pact of color. 



EmphasiEe elements of design such as texture. 

• Discuss the term "texture." ^ 

• Compile visual and/or verbar lists referring ^texture. ' 

• Experienca tes^tura through the sense of touch and by combining 
obse^ation and -touch. _ 

• Define kinds of texture. - 

• Exarhine the use of texture in;the vyork^of various artists. 

• Consider the emotional impact of texture.^ 

• Simulate a texture in clay, drawing or stitchery. 

• Compare and contrast found texture by making a textural coifage 
^f actual objects or rubbings. 

• Use tejetural techniques in painting. . _ V 

• Observe and discuss the various textures photographedi drawn* or 
collected. ' \ 

• Select samples of rough and' smooth textures for an interior 
design. ' 

• Imprint tixtures in^ plastic rrftterials. 

• Record texture In the environment through photography* 
rubbings, or drawings. ' i | 

• Consider the emotional impact of textures. 

• Develop texture in relief by embossings collographyp or paper 



[4 



making. 
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Emphasize principles "bf .design such as balance and. proportion. 

• Discuss ^tl^e terms '^balance-' and "proportion." 

• Compile visual and/or verbal lists referring to balance. 
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Identify and differentiate among the different types of balance. 

Observe the influence of viewpoint on balance. 

Obseivaj.eQynparej and contrast how artists have employed types 
"of balanca : ' ' _ 



Observe and record through drawing* rubbingSp or photography 
the kinds of balance observed in a collection of natural objects. 

Observe the burit environment and record examples of balance. 

Observe and record -through drawl ngp rubbings or photography the 
kinds of balance in a collection of tobli| machineSj and kitchen 
gadgets. . -■ ■ - • •■■ • • ■ -.-.--v-- ■ 

Use a viewfinder to select and define compositions that could be 
symmetrical or asymrrietrical, ^ V » 

Consider the hufnan figure or face as an example of symmetry and 
proportion. ' 

Look at body adornment for examples of types of balance 
Consider the emotional aspects of balance. 



Emphasiie principlei of design such as unity. 

• Discuss the terms "unlty^' and "disunity'* and, their implications. 

• Compile visual and/or verbal lists referring to unity. 

• Identify and discuss ways in which unity may be achieved, 

Observe, compare, and "contrast examples of vyays in which 
- artists, architects, and designers have achieved unity. . 

• Consider the emotional Impact of unity and disumty. 



• Consider the role of unity in fashion.. ^ 

• Manipulate figure/ground relationships within a format to 
establish unity. 

• Record or establish undeFlying structure to establish unity. 

n^ Use Ifmitad colors, textures, and/or patterns to establish unity. 

Emphasiie principles of design Such as aontrast 

• DJscuss the term "coTitrast" and its implications. 

^« CompJIe visual and/or verbal ^llsts referring to contrast 
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• Identify and diiculi ways in which contrast may be achiaved. 

• bbsen/e, cpmpare, and. contrast t^camples of ways in which 
artistSi^i archittotSp and deilghers havtf achieved contrast 

• Note opposites in natural and ma n-rtiad$ things, 

•. Create contrasts of texture^n a surface ^ ^ 

• Examine graphic works for value ^oontrasts. — 
Consider the emotional impact of contrast ' 

• Establish maximum contrast within a public art work to gather 
viewer attention. , ' , 



Emphasize principles of design such as. pattern. 

• Discuss the term "pattern'' and its^ implications. 

• Compile visual and/or verbal lists referring to. pattern. 

• Identify* compare, and contrast kinds of pattern, t t 

• Observe how pattern is used by artists, architectSi and designers. 

• Record patterns that are easily observed in the environnient 

• Build p model of a building based on a pattern of simple shapes. 

• Mount repeats. 

• Discuss the relevance of repetitlton to visual expression areas. 

• Investigate the illusion of movement through a series. 

• Use a ^peated brush stroke, style, or direction In a painting. 

• Create a repeat pattern based on found design. ■ _ 1 



X 



Emphasize principles of design such as^emphasts. 

• Discuss the term "emphasis" and its "implications. 

• Cpmpile visual and/or verbal lists referring to emphapls. 

• Identify, compare, and contrast ways in which emphasis can be 
achieved, ^ . 

• Observe how e'mphasis is used by artists, arcbitects, and 
designers. ^ ' 

• Confrol the use of color, typeface, or image to create emphasis In 
masf media, 

• Use perspective to Jead; the eye to a focal point ' 

• Isolate subject matter to create emphasis. » 
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a centre/of interast through the ui© of color and detajl. 



• Investigate the emotionaraspecti of emphasii; \_ 
•TExperirnent with groupinp of itan^ repeated motifs. 



Emphasiia principles of design such as moveififnA and' rhythm/ 

• Discijss the terms ^*m6vement'* and "rhythm.^^^ 

• Compile visual and/or verbal lists referring to movement and 
rhythm. ^ 

• Identify, compare, and contrast kinds of movement 

• Observe hovsr action is implied' by artists. ^ . : : . . : 

• Dr^'an-aettjal motipn such as weaving, bra idi rig, throwing, 
batting kicking, or bouncing. ^ « 

f Observe how action is used by artists, arcrfiteets, and;des 

• Note irregular rhythms observed in the environment 




• Consider the relationship between movement and pattern through 
repeated motif, 

• Be aware of devices used by artists to^control the movement, Of 
the viewer's eye across a visual field. 



Observe Hepeat motifs that create rhythm. . ^ 
• Inf^estigate the emotional aspects of movement and rhythm.. 



Combine elements and^^rinciples of design. 

• Demonstrate an understanding of how artists, architects, and 
designers combine the elements and principles of design. 

• Demonstrate ah understanding of how elements and principles 
interact in projects at -hand. 

•, Mafte personal Judgments concerning the effectrve use of 
elements and principles of design in a variety of art works. 
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Demonstrate an awareness of art as a eontinuum throuih history by 
investigating the origins and/or the present use of materials such as 

• printing ink, . . - ' " 



• oil paint 

• balsa wood, 

• textilesr ; • " : ' ^' 

• dye, and - 

• clay. 

Demonstrate an awareness of art as a contrnuum through history by 
investigating the historic and/or Gontemporary uses of a process 
such as ■ - 

• collography, 

• etching , 

• drypointing, . 

• silkscreening. 

Hthography/off setting, ; 

• weaving ^ : 
dyeinft . . 




Implementing Learning Outoo^m in Art Foundations 

. A student Should demonstrate know jedge of, and the ability to: use, 
historlgai and eotitemporary divelopmtnt. Here art* some 
possi^iiiities. ; / . :, ^\ ' ■ ■ 

Demonstrate an awareness of art as a continuiijti through history by 
Gonsiderin^ researching, and discussing images such as the 
following aGCordini to theme: ■ ; , ; ; / 

• animars, ^ , / : ? 

• buildings, places of worship, / 

• landscape, . . ^ - ... \ 

• monsters, fantasy, - ^ ■ 

• mother and child, the family, ' : ^ 
:#.musiCt- . . -_ ■ : .^.v ^ 

• portraits, ^ ^ 

• sports and entertainment, . c v * 

• transportation, - • 

• trees, gardens, and forests, and 

• war and 
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J* basketry, * . . ' 

• smbroidary; - • . . 
eeramtq handbuildlng, 
glazameking, . ' 
watareolormg, ' i. 

• carving, and 

• mQdeliing, 

Dtmonstrate an awareness of art as^a contmuum through history by 
invastlgating the historic and eontamporary uses of a design 
element or principle such as . . - 

• line, 

• shap^ and forrtii " ^ 

• space, 

• color, " — 

• texture, ; - . . 

■ - ■ - ...... -s . . 

emphasis, ^ 
/• balance, 

• contrast, . ' 

• unity, . 

• patterji, and 

• movement and rhythm. , , 

Pamonstrate an\wareness of artistic traditions and innovations as 
they ap^y to topics such as , 



•: advertising _ - _ _ = 

• the Canadian landscape, 

• chronological periods, 

• classicism, 

• computer- art, 

• conceptual ^art, 

• cubism, 

• decorative irt, 

• ecclectic art, 

• fijm making 

• folk art ^ 
•; gothic art, 

hard edge, 

• high realism, 

• human adornment, 
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• instsht photographyt: . " » v * - ■.. 

• mass behavior modificatmn, propaganda, subliminal inflQ6nces, 

• murals . ■ 

• naive art, \ ; ' ' ' . 

• opart, V \ ; . V 

• realism, ^ ' . ^ . , . V 

• romanesque art, ' 

• self-portraiture, V ■ 

• street mural3, - ^ • , ■ 

• superrealism, ' ^ 

• surrealism, ' ^ 

• uhiVersal themes, ^nd ■ y'-^ ■ ^-^ ■•- ■ ■■ - — 

• Xerox images/ • . ,- 
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ImpJementing Learning Outcomes ih Art Foundations 



A student should dampnstrate knowl^ge oft the abflTty to use, and 
Cdnslderatlon for reasoned crltiaism. Here are soma possibilities. 



Identify works of art in generaU - 

Identify specific types of art works according to " 

• medial > 
culture, : 

• genre, . / 

• iSChoplSt - ' : ':\ 

• time, and : ; 

• locality. * . ^ ' 



Discuss components "and relationships in art such as 

• the alements and principles of design, . 

• subject matter* ; ^ 

• ihiageryi ..^ ; ; 

• the artistes choice of materials, #nd 

• technical competence. _ ■ L^^—JJ^— 



Speculate upon the piirpose^'or expressed intent of the artist or ar- 
chitect in rejation to time, locality, and culture. 



Relate a piece of art to Its time, lacality, and cufture. 

* Arrive it personal conclusions in order to evaluate various itages of 
personal work, the work of peers, and the work of others taking into 
account such things as 

• first impressions^, v 

• reasoned judgmtnt, - ; 
° *• personal taste, ^ 

• fashion and styla, and ; ' 

• the critical commentary of others. / 

= . . .= *& -v * = * . ■ - . . 

Arrive at aesthetic' conGlus;ions through group activities such as 

• discussion, , . » ; 

• debate, ' 

• game strategies, and : . 

-^3 the advocate ^ adversary approach. , - , - 



i^btJt , a so b refJt^lwMranf Ite^ra 

: eWttiiiU 

compare It Witt)^|($N|^^^ 

determtr>e lb,rWortfirS£td&ftf 
opinion about it, and flnilVy Jo S^^MS^R 
tjxplanation ^orjiustitleatl&n^^^^ 
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ReGord opinians through the use. of 

• eharts, 

• graphs, ^ . 

• recordings, 

• anecdo^l records, and 

• intarviews. 
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inipienientlng Learning Outeomis In Art FbundationI 



A stirdant should ^demonstrate knowledge of and the ability to use, 
the applleatlont of miterials, tools and equipment, and prooissis 
. of ^rt. Htre are some possibilities. ^ 



The Usr of Matt rials 



Discover and maximize inherent characteristics In a variety of art 
media such as 

• graphite pencils, 

• crayons, ' . 

• inks. - ■ 

• papers, - j 



card, 

pens, 
paints, 

adh'eslves, 



'• resists, - : . 

• solvents, 

• brushes, ; ^ , . - 

• constructlori materials, 

• printing plate and block materia Is^ 
' % fixatives, ' . 

• bleaches, 

• film, 

• glazes, 

• clay, 

• fabrics, * ^ f 

• fibres, and- 

• dyes. ' . ' ' ^ - 

Make and discover the properties of art media such as 

• charcoal, ^ . . / 

• pafber, * ' 
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• full ringt. hard to soft 

» wax, Cont^ pastels, chalk, color 
sticks ' 

» I nd I a, draw i ng, col or ed, . ; pri nter s', i 
'^fabr]{^-f66d colbrrng^-^^^T^^^^^ 

» cartridge, manlla, tissue^ hewipririt,' ^ 
construction, eel lophintp ^rdbdird, v 
rice peper, Iji^t sensitive. paper, 

r poit^board, railroad board, pulp- 
board, corrugated card, tag, Bristol 
board, matting board 

^^"birrpdrmrtTtlt straight, tecnnrcair 
^mmb^Y-^uU f jf f etterf rtg, ; ha nd made 

► food coloring, tempera, dyes, 
gbuaehi _ . 

rubber cement, wallpaper paste, 
white resin glue, Rhoplex, masking 
tipe^ cellulose tape, cont^t cement, 
ep(!Ny 



wax, rubber cement, tempera, 
varsol, paint thinner 



water CO I or, br ist i% 
sponge^ rdlla^vi4^KV'i-yi;.ki- 
balsa, Styrofoam 

linoleum, Styr of cam, - metal, woodi 
acetate, vegetable ^yj^us-k h •'"-}■ .li-;- 



* burnt twigs 

* plant materials, fabric, paper pulp 
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• dye, and : . ' ! 

• plgfTient " . '1 ' ^ 

Select art media appropriate to chosen imagery and approach, 

• Use oharcoal for a tonal drawing- i ^ ^ 

• Use a decisive pencil line for a continuous line drawini, 

• Use wax resist and food coloring in a painting, 

• Use balsa wood for an architectural model. 



Compare and cantrast th^ influence an a single image of s^ 
media such as ^ ^ 

• tonal media, . . " 

• wet and dry, I ^ 

• cdllagi media* ^ ' . 

• printmaking media, ' 

• sculptural media, and 

• photographic media. 



Employ art rnedia Inngvativfly through mixed media. 

bemonstrate safe and proper use and : storage of hazardous 
materials such as ; 

• solventif . . -. _ . ; _ _ _ _ 

^ phpto^graphic chemtcals, / 
•. adhesives, 1 

• inflammable materials^ . : 

• tools. ' . - ' , 

• ceramic materials, . 

• dyes, and ^ ; . 

• developers. ^ 
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The Use of Tool? 



Demonstrate the proper and skillful use of tools and equipment 
such as 

abrasives, , 
brayers, 
brushes, 

cameras,; - . 

carving chisels, ' - 
drawing boards, 

^files, ^ ^ ^ ■■; ^ _ ' . ' '"^'^ "■-.^'^ 

hammers, . = 

lino cutting tools, ' ^ : ' 

paper cutters, - ^ V - 

pencils, ■ ; .' 



pliers, 
presses 

rivet punches. 



scissors, 

sewing machines, 
silk screens, 
soldering irons. 



such 



steple guns, 
tile cutters, 
tin shears^ and 
X-Acto knives. 



Demonstrate the proper disposal of substa 

• acids, 

• plaster, and , - : 

• solvents. 



Demonstrate the proper construction procedures of tools and 
equipment such as 

• brushes, ■ / ; ; 

• fastening tools, - 1 



mm 
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looms, and V; 
. • pens. . ^ ■ ': 

Demonstrate tha use of appropriate safety measures for equipment 
such as 

• cutting implements, . 

• enjargerSj V / 

• hot plates, 

• kilns, ? ■ ' . 

• looms and spinners, 

• presses, : ■ . ' ... 

• pug mills, and ] ^ - ■■ ■ ■ ' ' • • ■• 

• wax heaters. 



Demonstrate appropriate safety precautions concerning 

• breathing ' — v ^ : ^ - 

• cloth in& ■ ■ \ . - :- ' - ■ ■ . - .' - ■ - • '. 

• eyes, and • ■ . 

• hands. .• 

Become familiar with emergency procedures. ^ . 



The Use of Processes 



Demonstrate the relation between processes and procedures in 
planning, considering aspects such as ^ 

• image search and collection, 

• image development, 

• image material selection, 

• image constraints, problems, fulfilments, strengths, 

• intuition, and 

• analysis and assessment of problem. ' ' \ 



Demonstrate the relation between processes and procedures in 
preparation, considering aspects such as 



• setting up the work area, 

• organizing personal supplies, and 

• preparing materials. 




^^^^ 
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Damon$trit*4 th«;, re^l/i/an between proceises and prpqedures in" 
dev^iopriiidnt coirisjicferlng aspects such as 

• checking plans^ 

reference to plans, . 

• references to problems and InitructlonSp^ 

• referanea to research, and ■ 
f feasstsslng. 



bamonstrate the relation betwaan processes and procedures in oon^ 
cludlngp oonsidering aspects such as : 

• deciding when to stopi and 

• undarworklng/ovarworklng. 



Damonstrate the relation bafwaan processes and proceduras In 
glean^up, oare, and stofaga» ""considering aspects such as 

• drying and 
storing and hanging. v - . 



Demonstrate the raiatron between processes and proeadures in 
presentation! considering aspects such as 

• mounting, stretch matting, framingi labellingi signing, and 

• displaying. ^ 

Demonstrate the relation batwaan processes and procedures in 
ivaluation, considering aspects such as 

• relating works to tradition, / 

• suggesting Improvements, 

discussing the ralatlva merit of products and processes, 

• talking about one's own work, and 
•^talking about the work of others. 

Demonstrate familiarity with specific processe| and procedures as 
they relate to^rawlngi 

• crosshatching, 

• contour, cross-contour line, 

• continuous line, 

• gestural line and tone, 

• geometric form. 
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• weighted nne, 

• implied line, 

• principles of perspactiva, arid 

• tona - ^ 



Damonstrate familiarity with specific processas and procedtires as 
they relate to painting. 

• Establish a palette. . 

• Mix primary colors to obtain secondary coloVs. ^ 

• Make tertiary colors. ' . • . _ 

• Ad^white to produce tints. 

""•"^dd bfaoR to produca shades* r - - - ^ ^ . _ . . . , 

• Add complementaries to change value. ^ 

• Damonstrate the use of a variety of paint denilties giving opacity 
or transparency. ^ r- 

• Underpaint or over paint 

• Use specific harmonies* ; \ , 

• Use maiklng. 



Demonstrate famiJiarity with specific processes Bnb procedures as 
they rplate to tsxtllts« 

• Gonstruat fibres* . ^ ^ ' " \ . 

• Construct fabric, ^ _ ; ^ ^ ^ ; . 

• Embellish fabfia, ' - ' = / 

• Mount fabric* : , . 



Damonstrate familiarity with specific processes and procedures as 
they relate to ceramlos. 

• Select and mix clay body* 

• Prepare -^t he clay, . 

• Select a dlay body* . 

• Use forming techniques* . 



• Use surfacing techniques. 

• Fire the clay. 



Demonstrate fimlllarlty with specific processes and procedures as 
they relate to griphlsii . ^ 

• layout, ^ 
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• inonopflntin^ * 

• ft lltf printing \ 

• photogriphy and filmmaking, 

• sttnell printing ' 

• Intaglio prmtln^ 

• lithograpHIc printing and 

• lint art. 



Damanstrate familiarity with speeific proceii©s and procedures as 
fhey relate to sculpturi: 

• manipulative *prectsses^ 

• subtractive prooessei, 

• additive procasses, and 

• iubstitytlon prooessas.. 
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bajanoe v 

.biique 

bleach 

biurrtd 

bralhstorming 

brayar 

built anvironmeht 

ealligraphy 
calligfaphle lih# 
earieatura 
cartoon 

cartridge * ■ 
ceramic 
charcoal 
city scape 
collage 
collograph * 
color association 
communication 
complementary 
composition 
continuous line 
contorted 
contour line 
contrast 
cbbl color " 



A shjdent should demonstrate knowledge of, and tha ability to 
vocabulary* Here are some possibilities. / ^ 

^abstraction \ 
acrylics 
amorphous 
analagous 
anatomy 
angular 

animation ' 
afchltacture ^ 
assemblage 
asymmetry 



contour 
crosshatchilig 
decorative 
design V 
diagonal 
discords 
distortion 
doodles 
drybrush - 

easel \ 
edge 

egg tempera ^ 
elaboration . 
elongated 
ellipse 

embellishment 

emphasis. 

encaustic 

environment 

exa^eration 

expression ; — 

fantasy 

figure/ground 

fncative 

focal pointi plane 

foreshortening 

forhrr 

fresco 



geometry. 



gesture 
glazing 
gouachp 
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; • gouges 

= * graphle 

. •■■grid / r -" 

■ - •. grog '\ \' 

• ground 

• high key •• • 

^ • highlight ' 

• hologram 

• horlzontaf/horiion 

a - 

• illustration . 
iliuslon 

• image 

• imagery 

• imagination 

; implied line 

• Impasto' 

• incised line 

• irisplratlon 
, • intagltd 

• intensity - ^ 

• Intuition 

• jagged 

• juxtapositidn 

• jewellary 

• kinetic sculpture 
>vkiln 

• kneading 

■■■«•.. 

V • landscape 
, • line 

• linear 

- • lino cut 

• lithograph 
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• loom 

• lost and found edges 
, • low Key ^ " 

• magnification \ /- 

• manipulate 

• mass \ 

• media - 

• medium ^ 

• 'mampry 

- • mjetamorphosis T 

• metaphor 

• mirror image 

• mixed media , 

• mobile ' . 

• modelling 

• modular 

• modulated line 

• moulding 

• monochrome 

• mo,nbprint 

• montage 

• mood 

• mosaic 

• movement 

• mural 



nature print, 
negative 

observation 
oil painting 
opaque 
op art 
organic 
outline 
overlapping 
oyerpainti ng 
overworking 
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painterly 
\ palette 
papier macha' 
pattern 
perforated 
perspective 
pHotography 
pictU'rS pltfne 
pigment ^ 
planagraphib * 
plastic 

plastleene^^^^^^^ 
poiTitillism 
pop art 
portrait 
positive 
poster 
. posterizatlon 
prtliminary. sketch' 

primary 

primer _ .? 

print K ; 
proportion 



• radiar (balance) V 

• realism 
jp relieif 

• repetition 

• representation 

• reproduction 
..resist : 

• rhythm 

• rubbings 

. • screenprint 

• sculpture 

• secondary 
' • sdlection 



shade 
shape 
simplification , 
simulation 
skeletal structure 
sketch 
smudged 
space ^ 
spiral. y 
square > 
squeegeg, 
stibiie^rT^^ 
stain , ^ 

stencil :^ / 
still life - 
stitchery 
straigh^curved 
style 
subject 
substitution 
superimposfd 
superrealisrrf : 
surface r 
surface decoration 
surface interruption 
surrealsim ; ^ 
symbolisrh 

symmetrical (balance) 
symmetry ^ 

technical V 

technique 

tempera 

tertiary 

texture : 

theme 

three dimensions 
thumbnail, ' 
tie^dye 

tonal * 51 
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At the centre of my life is the'surt* Siource of all anergy, 'rt^ brlhgs 
warmth to my body and light to my ey^, Symbol of fire; it's the f tr#t 
of the four phiysical laments — ffre, earthr wa ten air ^ that 
tbgethar make Up my worldj and comWne to give me the clay I use 
to mpke my fjots and my cerarnlc sculpturess V ^ 

As tht-wifmth of the sun moves air into wind and water into rafni so 
wind and rain together erode rpcH lntp clay over sons of geological 
vtime. And iOi.to the Elements of fire, earthi water, and airi I now add 
^4he eleman^f time. I sl^&pe the; clajj^ I release its potentlali ren= 
derinBHWilo forrns and meanings beyond those found in flrei rock, 
water, and ti me. " y - 

The hand brings Its-own special cpntrlbution to the clayt It brings 
the human braini and with jthe brain the element of creativity* Now 
creativity moves the hand as tliough^tlTe^fifi^ 
tensions of the mind itself, forrning thoughts into images/ 

Nowwhen I as a potter or a sculptor hold an inert lump of clay in 
my hand, I s ta n d a t t h e ve r y b egi n n 1 ngs of geo I og i ca I t fm e. I n the 
clay itself I hold: the elements of fire, earth, water,;air, arW time, 
which before me formed the earth oh which I s!and,\ln my-mind 1 
hold thej'e4a4ed-a4emehti3f^h0uih the power to u se f i re, 

earth/water, air, and time to reshape the earth into images that I 
choose to make/ ^ 

Moreover, because of who I am and .what I am, I join my thpughts^ 
with the structural potential of clay in Van act of creative selfp 
expression. In this-way I am a^le to show on the outside what I am 
like on the. inside, as though the clay reflected my thoughts afnd 
feelings. This is the way In which I place myself in thjB world of 6b= 
jects where I see both myself and others. ' ; ' . 

Last of all, so that my.wprk might escape forever the eroding forces, 
of water, air, and time, i apply fire to the clay and drive out the 
water still trapped within Its chemical formula. In this way, under 
fire burning in air, the clay fihanges and is reborn into quite a new 
material dajled ceramic whichi unlike^ the clay from which it; came, 
is impervjous to water, and so very resistant to the aging process. 

Timeless and unchanging, ceramic is destihed to last forever j from 
the moment of its ma king, off into the unseeable future; It fs^h en^ 
during monument to the life and times of the mind that Tormed it 
through the hands of the potter, the sculgtor, the brickmaker, or the 
glassblowen In one brief moment, fire, ^egrth, water, air, time, ana 
thought were brought together in act of creativity ~ all part of 
the living process at whose bentre ^ stancJ, thinker,^ designer, 
builder, image-maker, artist , ^ 




Implementing Learning Outoomis in Oeramics 



A sbjdent should damonstratt knowledge of, and the ability to use, 
imigery In caranriics^ Here are some pos 



iasle 



Review and select imagi developnnient^rategles Hfound in the 
Foundation section appropriate for u^^ln ceramics (e.g., sim- 
pllfldationV Juxtaposition, distortion, arid nriagnificatlon)/ Some 
possibilities are ^ . 

• the simplification of ImageSi in the creation of thrown shapes, 

• the elaboration in develqpment of imagei for bas-relief tiles, and 

• the distortion of Imagery for under-glaze decoration. 



Seiectip^nd/prl create f^^ ^ceramics projects appropriate 

images such as^ : ^ f 



to 



• letters and numbers, . 

• the human figure, 

• musical instruments, 

• masks, 

• fnvjronmentaj formSj 

• containers, 

• food, \ - 

• vehiclesT arid 

• anlmali: 



Compare and contrast ceramic imagery using criteria such as 

• form/function, * 

• symbolism, ^ -^^^^^^^^ ^ > i : 

• expression, 

•'simplicity/complexityi and \^ 

• craftsmanship. ^ 



Advanctd 



Demonstrate selffdirectlon in develbj^lng images suitable for use In 
a major project in ceramics. , , - 

• Base a sculptural series on the human form. . 

• Develop a totemic image from jhterlocking cyllndert. 

• Make decorative tile using Images based on a theme. 




■=r A '5«'^:«:i-?^r 

-iM®^^ 



4^ 
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Record and adapt imagBry foe use in a major ceramic project using 

• Images dertverf 

• imagei transfprmed from two dimeniioni to three dimensioni, 

• imtges traniformed from three^dimensions to two dlmensionSi 

• images that are pictorial and deooratiyei : 
•yimagaa that are decorative and functionai, V : . 

• imagasf-that are abstracted from real ity, and ^ / 
> images derived from costume. - 



" 1 



Consider decorative imagery and the 

• functional relationshipSp 

• sculptural relationships, and ■ 

• decorative relationships. 



form to discover 



Explore images in which ceramlo, artists have achieved a personal 
style. , • 



Become fluent in comparing and contrasting images uslog a wide 
variety of criteria. v . ^ / \ . " . \ 



f 
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Implementing Learning Outcomss'in^^ 



A stbdent should demonstrate knowledge of, and the ability to use, 
tletnents and principles of design In ceramics. Here an 
possibilities. 



Basic " ' 

- - - - - ' ■ — 

Identify and emphasize lini as an elamfent of design. 

• Incise linear dasigris on tiles, r 

• Manipulate colls to create line. , , 

• trail slip to. create jinear decoration. 

• Examine the use of calligraphic line In glaie decoratloa 

. ■ -■ ■ ^ -. ■ . \ ■ ■ ' ' ■ ■ '--i 

Identify and emphasjze texturr 

• Press found Dbjects Into clay tj^create texture (pine cohesr 
spools, burlap, leaves). 

• Appjy grated, rolled, or coTie^-dlay to a surface to create texture. 

• Describe textura I qualities of glazes (matt, gloss, satin). 

• Deserlbe textural qualities of clays (eathenware, grogged, dry, 
wat, plasticene, stpnewarep npn-plastic): ■ ^ 

• Make plaster relief panels from various clay surfaces. 

• Emphasize surface texture by filling indentations (slip* oxldesp 
glaz^), : . : 

rdahtlfyi and emphasize aoior as an element of design. 

• Compare colors of clay (fired to various temperatures* different 
bodies). _ 

• Add oxides tQ wet or dry clays to create color change. 

• Apply oxide solutions as underglaze decor^lon to create color 
■" chai 



• Vary amounts of oxides in glaze samples to see this effects on 
color. . , 

• Discii'ss color limitations observed in 



Icfantffy and emphasize shape ^d form as elements of design. 

• Develop varieties of geometric shapes for use in slab con- 
struWIons. , ^ . _ 

• Develop ceramic forms based on natural objeqts. 

9 ■ 

lance as an element and prmciple of 

• ij ^ ^ ■ ^ , 



. Identify and emfjhasize 
design - 
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• Design a ceramic wall pjaque based on a radial form.. 

• Construct a niobile^or stabile to demonstrate physical balance. 

Identify and emphasize unity as a principle of design. ' 
. • Construct geometric forms, having unity in size arid shapes 

• Construct forms that have surface unity texturep colorj shape). 

• Construct a variety of forms !s howl ng unity of function (vesselSp 
weed pots, b^St . whistles, boxes). - . 

Itlentify and emphasize contrast as a principle of design. . 

• Contrast open and closed forms In a ceramic sculpture. 

• .Use glazes to create contrasts in surface design. 

• Make textural contrasts on. a ceramic form.* 



Identify and emphasrze pattern as a principle of design, * 

• Create ceramic stamps to be used fpr making impressed patterns 
on clay surfaces.. . 

• Use found objects as stamps to impress a repeat pattern on a 
, sculptural f6rm. ^^ 

• Scratch and incise repeat motifs on;a clay surface. 



identify anS' emphasize emphasis as a principle of design. 

• Create emphasis by applying a three dimensional image- to the 
/ suffac^e of a pot (face, figure, j^atural form, landscape). 

_• Decorate a pot wjt>i calllgra"phic' marks to create areas of ^^r^^^ 
-^^phasis^■ * »!t'-c^ 



Identify ^and emphasize movement and rhythm as principle of 
design. " ^ 

• Develop a rhythmic moveftlent in a ceramic form through the use 
of coils. 'C---^- 

• Use uninterrupted surfaces to creati a feeling of flowing 
movement in a^tqrra cotta sculpture. 

• Apply rhythmic images to thrown forms. - 



Use the elements and principles ^f design as a frame of reference in 
:all'stages of simple ceramics projects to establish 



• unity/yaricty, 

• biTance, 
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; • complexity/simplicity ; V • ' ? 

. • symmatry/asymmetry 

• mood, 

t shapt/proportioh, and 

• symbolism. . ... ' 

- .. ■ > ■■'■•^ - ■ : ^ ; ^ ' \ ' ^ - / 

Deicribe and diseuss the elements and prinfiplei of design as ob- 
. served in . 

• one's own work In ceramici, \ 

• the works of one's peers In ceramics, and ; : _ 

• the ceramic work of artists or draftsmen of stature. 



Demonstrate self-direction in applying the elements and principles 
. of design to major projects. ^ ^ 

• Examine Hnes in natural forms and apply them to a series of 
cerarnic; pieces. , - 

• Create a series of cfay panels where the taxtufe has been derived 
from natural surfaces. \ 

• Escplore "form by cutting or plercini clay surfaces. 

• Create texture by using a wide variety of tools on different clay 
sur^acis (wet or dry).. v 

• Examine color by additions of colored oxides tq clay bod^s for 
specific purposes (mosaic^ mood, function)* 

• fexamine the color possibilities in specific clay bodies such as 
^ . Egyptian paste; ^ 

• Produce and test; colored Slips and engjobes.; . ^ - 

• Explore color through the use of various processes (oxidatlonp 
reduotiort, staining^ slipping^ glaiing, underglaaing, temperature 
modulation) and various materials (oxides, snpSp englobes, fritsV 
lustres, cinnapaints, crayons). .'• 

• Create related but varied shapes In a series of ceramic forms\ 
(tiles; sculptures; moulded forms). . ' 

• Consider restrictions Imposed upon forrn by various ceramic 
processes, . * 

Orchestrate the elements and principles of design through all 
. stages of a major projects 

• planning, ^ ^ ^ 

• selecting,' = . 
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• scaling upp * 

• building* 

• dacerating and 

• eompleting/ . ^ ^ - . 

Demonstrata confidence and self-initiative in 

• Describing, discussingp and evaluating the elements and prin- 
ciples of design in ceramic forms. ^ 
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Implementing Learning tiutcpmes in C.eramlcs 



= A studant should demonstrate knowledge of, and the ability to use, 
hlstorlQal and contimporary divilopments In ceramics. Here are 
some possibilities; 



Basic 

Demonstrate ah awareness of ceramics as part of the heritage of art 
By making fopms that emphasize ' 

• human need. 

• form/function/image, 

• choice of (Tiaterials, ' ' 

• modes of manufacture, 

• modes of decoration, 

• modes of firing, ^ 

• style, ^ 

• cultural characteristics, and 

• origins of materials. ^ ^ 

Examine ceramic forms iff contemporary society by cpnsidermg 

• local developments, 

• artists of stature, 

• exhibitions, 

• national trendSp ^ 

• publications, ."" ' ■ 

• critical acclaim, ' ^ 

• functional ware, : , ^ 

• art forms, ' ~ ^ " ^ ; : 

• sculpture, ' . . 

• cultural ihfluencet, . ^ 

• thematic similarity/diversity, - . 

• industrial uses (cosmeticSp dental work, plumbing), 'and 

• architectural 



Integrate knowledge 
the areas of 

• style, 

• imagery choice, 

• techhi^uer* 

• tradition, 



Inad from art histofy lnto one's own work in 



\mmmfsmmm 
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:.v,.:r ..^ .. -':.= = .. ■ : .. .. : .... . _ 

^ • interhatibnal trends, and 
\ • iQsal trends. 




Evaluate tjie role of historical and contemporary devefopments In. 
influenping peramie^orms. 



Ad va need 

Show salf^direGtion In studying art history In the areas of 

• handling of media, 

• styles, 

• imagery, 

• historical precedents, 

> emotional response, ^ . . 

• themes, . 

• function,, and 

• cultural charaGteristics. 



Compare and contrast ceramic works in order to identify historical 
precedentr such as 

• schools, ^ _ . . ; \ ■ 

• genres, ' .. . " 

• traditions, 

■ • individuals, and 

• themes. . ^ 



\ Integrate historical precedents into one's own work. 

f Examineand evaluate historical and contemporary developments in 
imics vi/ith confidence and self-initiative, ' v 



72^ 



In relation to career opportunities in the ceramics! field cqnside^r 
one-s persoh^skills and interests In 

• studio artistry, 

• taaching, 

• the retaH of ceramic materials, - ' * : 

• kiln manufacture, and 

• industrial desighing. ^ 

CONTENT RESOURCES 
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Impltmenting Learning Outoomes in Ceramic 



A-itudart should de an awareness of, ability to usa, and 

consideration for raasontd eritieism in ceramics. Here are some 
poislbillties. " \ / 

■ . ■■ ■ - ^ =^ 

' - _ -■ . ■ ■ ■ — — — :- ' , . ■ 

Basic ' 

- ' ■ - — n . ; ' • - -, — . — — 

Use the reasoned criticism in the Art Foundations section of this 
guide to review strategies'for evaluating works of art Demonstrate 
the ability to/ 

• Identify, ^ ^ 

• describe, 

• speculate, 

I evaluate, , 

• compare, and 

• contrast 



Apply critical strat 
of 



to 



ific 



mic works, showing an 



. • ar 

• schools, 

• stylas, ; : 

• cultures, ; 

• traditions, 

• innovations, 

• form and function, 

• technical competence, craftsmanship, and 



-. • 



se critical strategies in regard to one's own work In the areas of 
expressive intent (mood, emotion)i / ^ 

selection of image, ^ ; . 

composition, 
completion, 
materials ysed, 
tools and equipment used' 
sequence of processesp 
Innovation, ' - 

technical competence, and 

Individuality. ^ ' 
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Arrive at personal prefarences regarding 

• artists/ 

• styles, V 

• madia, . 7 " 

• presentation, 

• imagery/ and 

• concepts. , ^ 



Evatuata arid appreciate critical camments made relative to varibus 
aspects of ceramics. ^ 



Advanced 



Show self-direction in the use of critical strategies. 

S ' - \ ■ r - ' ■ . ". 

Demonstrate increased fluency in. the use of critical strategjes 
regarding - 

• descriptiorii ^ 

• symbolism^ 

• historical precedent, and 

• judgment. ^ ; . 



Develop personal preferences among artists or schools^ using the 
critical tools of - . " . 

• selection, ' ' ■ ' . ' - 

• research, and 

• supporting arguments. ^ 



Evaluate, appreciate, and respond to critical comments tHrough 
discission and appncation. . v 
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Implementing Learning Outcomes In Ceramies 



A student should demonitrate knoVvledge ©f, and the ability to 
the ippiloitlons of matirials, tools and equjpmtnt, and 

of art In eeramles. Here are some possibilities. 



tht Usi of Mattrials 



Become familiar with seleeted^ypes of clap (ball clayrf ire olay, 
kaolin stoneware clay, earthen^re clay, slip clay, and bentonlta). 

• Develop a series of simple peramic forms frorri various clays 
while observing their qualftiei (purity, plasticity, shrinkage, firing 
characteristics, polon glazing propen^^ 

• Change the nature of a clay body by the addition of various 
materials (grog-texturep bentonite-plasticity, feldspar-flux, silica 

y / ^ ■ ' . / ■ ^ . , . ^; 

Bacome familiar with materials for decoration (oxides, slips, glazes, 
carbonates) * 

• Vary proportions of metal oxides applied to a series of test tiles. 

• Apply slips in dllfferent ways (brushing, dipping trailing). ; 

• Experiment with^ resist process (wax^ litho ci^aydn)/ 

• Demonstrate knowledge of glaze chemicals (silica, flux, alumina, 
colorants). . 



Become familiar with mould^making materials (plaster, reba sand, 
Styrofoam)._ \ 



Recognize common ceramic, materials uied by other artists and 
consider various artists' selectioh of ceramic media to arrive at con- 
clusions regarding 

• emotional intenj; ; 

• symbolic intent, - . ^ 

• appropriateness to image, ^ 

• excessive potentiaf, / 

• descriptive potential, 

• philosophy, ' ^ 

• methods of working, and 

• invantiv 



in the influence of selec- 



Recognize the similarities and differ 
ted media on ceramic imagery. 




-:^rmppp 
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Seleet arutf ust one ceramic mediufn In a variety ef ways in order to 
become iluentJiniLtiJiti 




• Use stdnaware cliyJfo^^rown formsp haridbuilding, oNas slip. 

• Use one^laze colorant as an underglazei clay additivep or glaze 
colorant. 

• Use Egyptian paste for Jewelry. * 

• Use a found clay body. " 



Demonstrate growth in the usejbf ceramic materfals through the^ 
demonstration.^of self-direction in 

• design* . W ■ ' . ^ ^ ^ 

• imagery, 

• expressive Intentr and . • 

• decoration. : . :^ _ . ' . . . . 



Demonstrate growth In the use of ceramic materials by showing in- 
creased control and confidence when 

• using compIe)c forms* ^ 

• using various glazes (low fire, high fire, ash, frit, and raku glazes), 

• correcting glaze faults (ci^azingi crawling, pittingp pin holing; 
-blistering) 



Demonstrate growth in the use of ceramic materials by showing 
frexibllity and Inventiveness In their use.. " . 



Tht Ust of Tools and llquipitisnl; 



Learn in relation to the creation of clay bodies and ceramic^^ forms j 
the proper and skillful use of selected equipment such as 7^ 

• pugmills, / = ^ v 

• dqugh mixers, > ' / ^= x v/^ 

• wheels (kick* power), . 5 ' 

• ball nfilis, ' • . ■ ■ r . . 

• extruders, and - ^ 

• tradltiqriaJ and experimeh^ai tools (for moaellihg, turning, 
throwing sculpting, and cutting);, y 



Learn the prdper and skillful use of equipment designed for'ceramlc 
decoration, such" as ■ 



• sieves, ^ ^ 
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• banding whieli, 

• spray guns^ 
f bnisHts, 

• alr^ brushes, 
wax petSi 

• rneasuring scaleSi and 

• scratching taoli. 



4,earn the proper and skijlful use of equipment used in firing/ such 

' ss- - • _ . : ; , ^ . ^ ^ \- / ^' ' ■ . ■ -■ \ ; 

• primitive Kilns, 

• electric and gas kilns, , 

« kTlh furniture, ^ ^ 

• kiln sitters and pyrometerSr antf ' ' : 
cones. ^: - ' ' \ / 



Demonstrate the safe use of ceramje equipment >n terms of 

• the ventilatiw of toxic materials, 

• the fife hazards, and . 

• the use of face m^sks. ; ^ 



ThB Usa of Formal Prcieissas 

Us€ Stages in the plinning proGesi to 
^/sketGh, -..j-.-j--- ^ 

phptograph, 

• collect, : 

• list, .- ."" '• \. 

• discuss, 

• draft, and ' . v 

• modeL 



UstffQrma I processes in the selection and preparatloh of clay body 
sijch as 

measuring, '/ ; 

• mixiTig, * ^ ; 

• wedgina 

pugginft ■ ■ ■ ; \ . ■ . '., . ' 




>1 ,l*''^;;^^iiTs'S:'^^14 -'i.'?.^^ 




67 



Viiual Expression in Ceramies : 77. 



ERIC 




• aging and storing, . 

• recycling and 

• preparing local clays. 



r 



Selatt and emphasize construction processes sucli as the ^hand 
building process. ; ^ 

• Produce a group of individually decorated pmch pots. 

• Produce a series of coiled pots based on a geometric or organic 
shape* . , 

• Make several decorated tiles from rolled slabs. /---^ 

• Make a, draped clay sculpture from a thrcivn slab. ^"^^ 

• Join slab and colled forms by scpring and applying iMp^ * 

• Create a number of dishes by .draping c|ay over a mould 
(newspaper, clay, a stone). ■■■'■-^ ■ 

Select and emphasize cpnstruction processes such as the throwing 

• Centre the clay. 

f^^^^'^^lip the fofifn; " 

• Close^a frfrm. v ' : T'^^Cv 

• Raise a wall. ;. . - 

• Shape a form. . - 

• Cut and lift the form. 
^» Turn the bottom. 

• Apply handles and fit lids. • ' 

Select and emphasize construction ' processes such as the 
modeiiing process. 

• Use additive processes to create free-standing sculptures (fan- 
tasy figureSi architectural forms). " 

• Build an armature as a sUpport for a ceramic self-portrait 

• Use subtractive procisses to create a. sculpture (seaforms, birds). 

Select and emphasise construction processes such as the casting 
process. ■ •. ' : . ; 

• Create multiples by slip casting (portrait heads, kneeling figures). 



Use the decorative process to 

• inciser 

• carve, 
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• . excise,^ ""' \ \ . ■ 

• embbss, , l . 

^« burniih, ^ ; : ^ 

» scraff itOr 

■;• stampp: . " ■ ; ^ \ : = 

• brush, . . •. -• 

i» - _ - ■ = ■ . - • - 

■ •.dip, " ^ . 

• trail, " - 

• spray. ' • ' \ 

wlper^ ^--^■^'--■r^^ ..... ..... j .. 

• resjsti arid , ^ ^ ■ < , T . 

• grate, . ^ / 

■\ = = ■ - ^ , ' \ ■ i^. 

Be familiar wjth gjaza making prooesses^such as 
using a mask, ■ _ i . 

• selacting a recipe, = 

• measuring Ingredients, 

• mixing ingradiants" _ ^ 

• s|rainina 

• siarmg, and - ' 

• making slip. . 



Khow firing prooeii involving 

# dryings ware, 

• kiln loading, \ - ■ ■ ^ .-^ I 
•^flHng/cooling, 

In malntanance, 




in safety, \ ; 

Fhloading, 
.uiihg timars/qytdff switoties, / . , 

• using primitive firing processes, and 

• using gis or alectrlc^kllns. , : 



Demonstrate an understanding of the relation between processes. 

• Use compatibia materials considering form, function, and ijnage, 

• Use sequential steps. . 

• Combme two or more cerami^c procasses In one project. 
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• Relate ceramic processes to proc^ses in other visuaf expressioh^ 
^ areai. For exarnple, use silkscreen with sl^ 

create and apply d^cals to a clay -surface. . ^ 

• Relate ceramic processes at hand to those used In Industry. 



Show flexibility In substituting and arranging process in sequencf 
in order to ^ ■ 

• use materials Inventively, 

• alter imagery, 

• manipulate elements and principles of design and • ; 

• follow an historical precedent. ■■ ' .- ■• ■■' 

. " ■ - - . . '. ; ■ . ' - ' ^ ^ • •" > ^ ' 

; Demonstrate formal and informal evaluative strategies / 

• in selecting imagery, ^ ^y" 

• in composing, ^ 

• while creating, - " ^ 

• before decora ting, ^ ^ 

• on completion, and 

• in displayinig. 

Use cleanup and storage techniques ^appropriate to 

• clay, 

• wrapping projects (in progress), 

• drying, . . . . 

• recycling cipy, 

• ventilation, and > 

• glazes and glaze ingredients. 

Carry out presentation processes inj/olving. * 

• arranging, ."' / ' 

• mount i^ng, and 

• labelling. , V ^ i 
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A itudant should damonstrata knpwiadga of^^and thi ability to use, 
vocabulary relating to caramios. Hdre are some pOESibMitias/ 

Review movant voejbiriary from the Art Foundations saction, 



BeQoma familrar with tarms related to oeramlo materials and their 



^haraGterlstlcs, sueh as 

• ^bsorbency, 

• ball clay» ^ - . : 

• earthenware elay* 

• grog* 

■ kaplin, ^ > 

• porcelam clay, - - 

• sedimentary clay* 

• stoneware clay, 

• sculpture clay, ^ ,^ 

• plasticene^ " ^ ^ 



• Kiln .wash/ - t ' 

• fluxing materialir 

• paku clay, 

• sli^ or sJurry^ ' 

• recycled clayV 

• residual clay, : 
;^ plasticity and 

• clay body* 7^ 

• shorthtfii^i and '-^ 

• shrinkage. 



Become familiar wfth' terni^ related to the handbullding process* 
such as ^ ' ' ' ' ' _ . 

• pinch, ' . ' 

• coil, and V. v^^ 



^edge, 
• centre, 



Become familiar with tarms caiatad to throwing,, such as 

• turn, ' 

• remove, 

• open* ^ « foot* 

• lift* ■ / 

• shape, ' 



trim, and 
collar. 



Become familiar with term^' related to casting, such as 

• positive' and negative moulds* and 

• slip casting. 



Become familiar with terms related to decorating, such as 

• band, • amboss? 

• burnish,, •feather', , 



■ -A- 




fm 



/V •stamp, 

^ scraffito, 



Bteome familiar ^with terms 




• biscuit or bisque, 

• erawl, r * 

• dfaze, i 

• glaze or glost ^ 

. • reduction, - \ 

Become faralliar with 

V antimdn^ o^iae, 
r • barium carbonate, ' 

• bintonflte, 

• bone ash* ; 
- • bofax, ; ■ - 

• boric^ (yxide, : 
^ • ealcla, 

• aalcite, ' ; 

r calcium carbonate, 

• China clay^ ' 

• chrocnium 0x1^, 

• cobalt carbonate, 

• cobalt oxide; ' 

• colemanite, o ^. 

• copper carbpnate, ' 

• cupric oxide, % r>- 

• copper oxide red, 

• cristobaHte/^ > i . 

• cryolite, V j; 

• dolomite, 



" •'glaie,-:,:; "j'--/'^ 

• smoke, and r 

• resist. . 

related te ftrmg, such as 

• pinhole, 

" " • pit,-' [ ' ' . 

. " • terra cotta, ... . . . . 

• vitrification, ■ - 

• maturation, 

^ ^ matt, : ; 
, • lustre; and V 

• refractory * 



ilating ttf^raW matarials, such 
epsom salt _ 

• feldspar bafiurTij . 

• feldspar, lime, 

• feldspar potash, ; 

• feldspar soda^ 

• feme oxide, ; - - 

• ferrous carbbftate, . 

tirrit'^ \ 

• haematite, ' 

• Lron carbonate, ^ 

• iron oxide blacM, . . 

• Iron oxide red, 
V» kaolinite, * 

• lepidqnite, > 

• lead, ' ^ ^ , 

• limestone, 

• littingm carbonate, 
. • magnesium carbonate, 

• manganese carbooate, 

• manganese, dioxide, 
• • muliite, 

• nephefihe. 
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• nepheline. syenites 

• arthoelase (potash feldspar), 

• petalita, ' 

• phosphorite, 

' plaster of Paris, 

• potash, 
potisiium oarbohata, 

• potassium- dichronate, 

• potassjum permanganatep 

• pyrite, . 

• quartz, 

• red oxide* = 

• rutfla, 

• sidarite^ 

• siHcar ™ ^ — ^ _ _ 

• si icon carbide, 

• silllmanitaf 

• soda, 

• sodalite, ^ 



• sodium carbonate^ / 

• sbdrum artovida, 

• sodium silicate, 

• spodumenet 

• stannic Oxide (tin oxide), 

• stannous oxide; 
4 strontianltet 

• talc, * 

• tin (stannic oxide), 
■• titanite, 

• vanadium oxidfp . ; " ^ 

• washing soda, 

• whiting* 

• wlllenitet 

ji wollastonite, 

• yeltow oxidep 

• zinc oxide, and 

• zircofiium silicate. 



Terms Used In Ceramies 



Beodme familiar with terms related to torois anil equipmtntrsuch as 

• whael, 

• sponge, . ■ ; 

• cutting tf>ol5p ■ 

• ribSp .• ■ 

• caliparSr ' ' * 

• needle tool, 

, • bats, ; ' 

• extruder, * 

• pug mill, * 

• clay dough mixer, ' 

• banding wheel, and 

• sievas. V . T . ' ■ , 
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Imap and Mats r 
In D rawl ng and Pa i nt^ng 

PiQpia^ have always drawn and always will, fo^ drawing is a gift of in- 
finite creative possibilitiii, an inheritance tr=-om thousandi of yMrs 
of aett^ity involving averythini from burnt ^vyigs to gold needleg. 

For ^h^lldren, drawing li a natural activityr-^hey will use anything 
that frmakei^a mark on anything that taHi^ a rhark. For artists, 
howsvBr. drawing Is an important langM^ge, a ^ communicative 
medium aiding in the obiirvation, racordirfcs translation, and e^- 
-prestion of diverse Imaies. Drawing is indlfcpensable to. almost all 
other wvork in art for it helps artists develop images by ricordlng 
ideasr solving pr^blemipplanning for work i^an other media, _and for 
shear 'tenjdyment And It may also repreient/-^he final product of an 
artist's endeavor. . 

There I m no /clear dlviilon between drawing and painting One can 
paint i nto a drawing Of draw into a paintfi^i— Each art medium has 
its ovsrf^n character and iimitationsi each artist has highly in- 
dlvldua lized ways -of working= With wide va Nestles of pigment, color, 
toolSi traditions, and techniques, artists c^ ommand an extensive 
range of expression. ^ 

Action painters, naive piintersi muralistSi r^alists^ ind surrealists 
have a great deal in common. Each expressfi^ something of persoilal 
signi^icanGe. What the viewer senses in the ^est work is a eonfident 
stat^nr^^nt of personal discovery, a poweffLja 1, evocative means of 
comniui nicating. And artist, in fheir b^sa works, demonstrate 
eloquently the intimacy that can exist betvvfe-en imagg and medium. 
This re latiohship has existed throughout h'sfcory. Prehistoric artists 
used aubs of clay, cfiarcoal, and grease to ^ciraw and paint images 
meant to summoii forcasof good luck. Theyf -«lt a powerfutintiniacy 
with innagery. M ichelangelo became consciOU-is of a similar relation- 
ship botwefn image and material when he^a w colors absorbed Into 
the yvet plaster surfaces of . his frescoes^ - ; . ^ * 

Some artiits have altered traditional relPtE onships of image and 
their ^ rt medium. Some have eKplored the i llusion of space, some 
the e)cfDrassive dimaniions of color as Kg! — it,^ mood, and symboL 
Otheffc have manipulated texture and surface. Through continued 
- exploratibn of the relationship between irPa ^ery and the materials 
of drawving and painting, the limits of per^^al .expression'have ex- 
panded and will continue to grow. , / j. 

Although personal explorations In drawing nd painting may be in- 
numersbia and, ' in sonrie cases, magnify cent, there are new 
techniques to.be discovered and mastered, I^Triages to be attempted. 
Studer^ts should be encouraged to capitP^ise upon- their pwn fun- 
damer^tal skills and be given opportunitc es to make personal 
stateim^nts through dfawing and painting . 



/ 



• Draw one's self in an imaginative situation (m the pastr In the 
futurep in costume), 

• Draw importa,nt events (first memories, childhood, tirst day at 
school, first job). . 

Transpose an historical drawing or painting Into another time 
(pastp present future) keeping the same compositloh. 

Find, produce, select, and apply imagery to projects at hand, 

• Refer to a sketch book or image bank * 

• Collect cutouts on a theme in preparation for a CQllage. 
^« Keep an idea book or resource file. ^-^^ - - 

• Collect objects that appeal to you (historicalp texturalp humorous). 

• Develop a series of images for use In a project 

• Arrange a still life In which the objects, take on symbolic meaning- 
Compare and contrast images referring to 

• ^elements and principles of design^ 

• historicar cohtextp 
*. Goritenti . * 

• technique, . 

• mood, 

'•impact, " . ^ . 

• symbolrsmi^ ' ' 

• style, and . . " 

• Inrtagery. • v , . . 



Where app/opriate, fntegrate imagery developed in other visuaT ex- 
pression areas into .drawing and painting. 



Advanced 



Create images that reflect personal thoughts, feelings, Jmaginlngs, 
and/or cultural heritage. 

• Create a' mural that reflects cultural heritage. . 

• Illustrate a complex thought, i^ea, or philosophy. 

• Integrate poetry, music, or writljig in imagery. ' 

Explore images directed to personal style. 

• Extend a sinigle Image through explorations in several media 
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Ifnplemfn iting Learhing Outoomes in Drawing and Paim^ 



studint should demonstrpte know ledge of, and the ability to use, 
:ifii8|ery in dra^™ng arid 'painting. Here are some possibilities. . 



f^avliw the use s^cific strategies and approaches given In the 
/^f! Foundatlof^ ^^ntion such as simplification, juxtaposition^ 
%iaboritionp t ^^^^ distortion, viewpoint, magnification, 

^fiWioni and ^^^^^Ktorming. 

% Demonstrati ability' to aelect and compQse positive and 

negative ipai^fe^ in a drawing^ 
* Djsfort an irtia^ga in order to prepare it for a painting. \ 
% Divi|op and ^^sxtend an image* focusing on several views and 

using several ^approaches, 
% Mnipulate ctsyy or piasticene forms and draw from them to create 

an animated Se- equence. 



^fiite images a more complex personal nature. ^ , 

% Piint, transiat^mg perceptions into visual statements (touch, 

smell, sounds ^^Saste, and emotion). 
^ % Ofw a ierias of images that reflect personal thoughts and in-" 

"terests. . ;■ " ^ ; / - . ^: / / ' ' 

% Draw to sblva* a problem or illustrate a relationship ^inventions. 

How charts, rn^^aps). 
V Ofivi^ya Self- P^ort rait with or without using photographs or a 
■ n^'^j^Or. - / , . ^ ■ ■ ^- ' - 

% Draw to extant^^ personal writings, and write to extend personal 

.drawings. / ' 

t;6Vilop and *tinguish between representational and symbolic 

% Oivajop per^o^nal symbols (mpnogrami cartouche, logOi seal, 

slamp, character). . * . 
i Create pairs drawings that show rapresentational and symbolic 

aspects of ofi^m irnage. 
% Recognize, M!: Iledt, and- record symbols in an environment 

(liWisioh, sigc ns, advertising, raligious symbols, athlatic. crests, 
. Wraldry)^ . : ! 

f^ivliw and devel op imagery based^ on observation, imagination, and 

i Skstch faces ^^nd figures observed in public places (bus depot, 
park, beaches, .telavisibn, movies, restaurants). 



r'^'^f^'l^fSvife^if ^^^^ 



■)■:, 
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• Seleet, extend, and repeat ^haraeteristlcs of one's own drawings 
Of paintings that are perceived as ptrsonaL 

• ■ Relate persona j innagery to historical precedents (by drawing from 

other artists' work or collecting reproductions). 

• Supplement knowledge of a chosen image with information from 
a variety of sources (sclencep photography, literature, 
superstition, muslCp^ and folklore). 



Select and develop an image for use in a^ major project. 

• Selecting and composing elements for use in a major painting, 
— make a series of drawings^ from a vposed modeh 

• Use photocopies in a variety of ways (mount as repgatSp-distort, 
fragment/ overpaint, collage). , 

• Use work done in other visual expression areas as a source of in- 
spiration for a painting. 



Synthesize and combine Irhagesi ; ^ 

• C/eate visual metaphors by combining unrelated images into one 
statement 

• Develop an image that communicates universal concepts 
(religion, human naturtp a social system). 

• Produce a painting 00 a theme including images derived from a 
variety of researched sources. 



Demonstrate self-direction, in Initiating: explorations of images. 

• Recbgnize personal preferences in imagery. 

• Observe^ imagine, record, and integrate a wide variety of visual 
Images in one's own work. . -. " ■ ^ ■ 
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Implamenting Learning^ Dutcom Painting 



A student should demonstrate knowledge ofi and the ability to use, 
the eltfTien^ and prlnclplts of design In drawing and pamtlng. Here 
are some possibilities. 



Basie 



Identify and differentiate between the elements and principles of 
design as Hhey apply, to /drawing and painting. 

• Consider the influence of drawing and painting techniques and/or 
media oh the elements and principles^j^ design. 

• Observe the selective use of the elements and principles of 
design in drawings and paintings (of self, peers, and artists of 
stature). . 

• Make selective and flexible use of the elements and principles of 
desigh in order to intensify personal^expressfon. 



Select and/or combine specific elements and principles of design 
for drawings and paintings. 

• Use color and shape, in order to create an emotional impact or 
mood^ 

• Create visual contrast by use of texture and tone. 

• Changing emphasis by manipulating the elements and principJes 
of design,; draw a selected image, 

• Create emphasis by enhancing the surface of a painting with tex- 
" "tureH" : ■ ; ' """ V " " " " " v 

• Draw from a modeh composing a page to allow for sequential 
poses {repetition and variation). 

• Demonstrate knowledge of the elements and principles of design 
using a single medium in a variety of ways (pencil line, tone, con- 
trast and texture). 

• Demonstrate knowledge of color names as they relate to specific 
kinds of pamts. 



Use the elements and principles of design to ephance com- 
positional relationships- in all stages of drawing and pairtting^ 
projects. Discuss, perhaps, compositional opposites such , as , 

« unity — fragmentation, 

• simplicity — intricacy, 

• understatement — exaggeration, / 

• focal point >- randomness, 

• subtlety' — boldness, ^ . 

• flatness — depth, - V 



wsm 
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DE/IGN 



• tension— festi 

• sequentjallty ^ f^rtt^tfomn'ess, 

• i ha rp n ess d i f f U i ^ 1 o n , ^ / 

• ^order ^ dlsordtr, .--^ 
lalancy ^ instab(l|-f ty^^^ 
ItalDliity ^ movafTi^snt, and- , 
harmony -^ dlscorfl ^ 



lyantlfy and consider ^lements^and p^^ design used In 

class viofk during pro^gressive stages of a drawing or painting such 

" :^ • ;/^r- ■ ~ • V-^ - ' - ,. .... . " - 

• during planning (thfnumbnai! skatcheSi doodleSi " introspect%ni 
collecting Imagery ^^^h a^theme), ' ^ - 

• while Composing th»ie image on the picture plane* * 

• on completion, * • . ■ - .. ' 
while saleoting w^rtiK for display, ' 

• while Working in gf^ou pi to select arid arrange subject matter for 
drawing pfid paint! ng#g projects (still Hfei figures) to achieve har- 

^ monyj/Qontrastj OF t^balance, - - ^ 

-^m when Studying thi' ^ work of. artists of stature by playing com- 
position gainss usin^ig magazine reprpductions and postcards; by 
studying traditron&s I compositional devices (golden -mean, 
triangular cofnpQsittf J 01^1 ^symmetry, asymmetry, spiral); by iden- 



cofnposittf J 01^1 ' symmetry, asymmetry, spiral); by iden- 
tifymg perspscti!/^ ^ devices through use 'of overlays; by 
recogniijng an artirlst's. work by his typicar selection and 
manipulition of the - elements and- principles of design; and b 
searching for evfd» ance of sequential manipulation of 
elements and prinOi fples of desigri. ■ 



y 
the 



Consider the infiuenci 

• on moOdj 

, on message, 'and 

• on the viiwen \ 



of the elements and principlts of ^design 



Dempnitrate self-djrece-^ion in applying the elements, and principles 
of idfsigri, ;;v,; - \_ . _■ , \ 



Experiment wilH desiga; regular basis in a sketch- 

book.- ''^ .x""-- ''^^'^'^ •-■ ^- 
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DE/IGN 



EmpSoy eiemefltMrid principles during planning stages of drawing 
and painting f^'0|ecti- 

• Seiaat speci^I^ elarr-nents and pfinciples of design to obtain 
special feff.ect^ln i ;^iven project / : 

• Select el tm^J^t^ and principles^ of design In order to enhance 
chdsen Imagery- _:\ ^ V ^ ^ ^ 
Chect^ scaled up pjarfe s^of projects for errors and discrepancies In 
the use of elwnts and principles of design/ 



Refer to the Art^ouncl^tions and basic level of elements and prin-. 
ciples 6f design and se a wide range of corrtpositlonal devices 
wrti.!^ creating Nof' P*^'"oJects in drawing and paintipg* 



Describe and discuss t 
manner cornme'^surate 
paintini accornplishn^fe 



;he^ elements and principles of desigri in a 
vv^lth one's maturity' and drawing and in 
nts . 



jf^ critical skills, 

• image development, ' [ 

• heritage and cuitura i3 background,^ 

• expefuencej - 

• conceptual gbility, a 

» media use an(iikill&» ^ 
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I miilsmaiiting Learning Outcomes in Drawing and Painting 



A studefit^fhoutd demoristrata knowledge ofj and the ability to use, 
hfstojicai and conttmporary deveropmerits in drawing and paihting. 
Here are some possibilities. . 



Basic 



Denionstrate an awareness of drawing and 'painting as part of the 
heritage of art ' , \ . 

^.• InteTyjew locaF artists^ and resfarch literature concernirtg their 
. work. ' ^ ■ 

• Collect images from periodicals, . 

Interview an art col lectori museum curator, or gallery owner: 

• Recognize, the interrejation between drawing arid painting and 
, other disciplines (social studies, science, music* drama). . , 



Where applicable to selected projects, demonstrate an awareness of 
major movements in drawing and painting such as 

• romanticism, . 

• .classicism, ' ; 

• realism, " ' 

• impressionism, . ' : 
> cubism, ^ , ^ 

• .expressiorTism, ' : , . v ^ : . _ . ^ 

• halve art, " f 

• conceptual art, : ' ; . 

• Fauvism, V- 

• futurism, . • " . 

• religious art; % J 

• ^primitive art, r " 

'• baroque art? ' ... . _ ' ■ . - 

• rococo art, * . , i 

• ^ op art, ^ - 

• pop art, :/ * 

• kinetics, ' 

• .vifto, * 

• Xf ro^, and . * . = . ; 

• kitsch, , . - - ^ ' ^ . - 



Integrate into one's own work knowledge gained from art history 
concerning v ; = 
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nEVELOPmENTS 



• imsgary choic%^^ \} - 

• tachniquej V ' , : . / 

• tradition; ^ r ^ 
\f mternaVr6ritfl trends, and;, ' 

• symbolism. ^ 

, Be aware of -local devalopmants concerhing 

• artists of staftura, > ; 

• exhibitions, ' : ? - -V.^. 

• publicationsC „ . . 

• oritteal acclaim, ^ . ^ i / 

• cultural InfluanceSi and 

• thamatic simlterlty Or diversity. ^ 



Acfvarieed ^^^^^^ ^ ^ 

Show seif-direction iin the study 'of a^t history as appropriate for a 
.Specific^ major project Vielating to : . \ ' ' ■¥ 

• tha* handling of m#dia,f \-: ^ ^ ^ 

• styles, ■ • • ■• ' . ^ : . ■ • . 

• approaches, ' ^"^^ ^ - 

• histOTical pradadantf' 

• emotional rasponse to events, - 

• thanies, ■ ^ ^ r - ^ 

• symbolisTn,: ? , . ^ ^ v . ^ 

• parallels thrpugh time, and ; 

• metaphor. . ^ " . ^ / ^ " - 



Cohripa?e and contract images observed in^drawlngs and paintings in 
order td identify historical precedents in 

• schools/ ; ■ , t ' 
•/genres, / / ■ / \- 

• traditions^" " * . . 

• individual cprnmitmeig^ - . . ^ 

• thehies, y ' ■ ■. '-' ■ ' - 

• popular trends and fads, . , . • : . 

• ^creative apprpaches, ,and, ^ , . 

• iourcesiof inspiration,^ 1.- \^ ' ' . ^ 




lOOi CONTENT RESDURCES 
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DEVELOPmENTS 



Relate devalopments in drawing and painting to other types, of 
historical phenomena such as ' > 

• mMitary (war or exploration), r : . 

• soeiar (fernlnismr''class systemSi ^f^ 

• intellectual (diarres, .letters, writing music, drama), 

• pollticaf (economics, ideolbgies), ^ 

• scientific (Inventions, transportation), and ; /-^ 

• celebratory (holidaysf rituals). ' , \ ^ 



Integrate historical precedents into dne's own work. 

Consider persona! sHMls and ^^m in relation to dr 

parnting in occupations involving 

• interior desrgnr ■ 
•^framingi , ^ ' v 

• scenic artistry for stagecraft, ') . 

• illustration^ ^ - ' 

• studio artistrVr 

• postijr desigrit - , : : 
-f textile design^ 

• cartoon drawing, . ^ ' 

• medical Illustration, \ - 

• technical Illustration^ and • * 

• teaching* ^ 
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I m p|e me rtt i ng Learn i ng p u to o mes in D ra wi ng and Pal rit i ng 

A student should demonstrate knowledge of, and the ability to use, 
reasoned critlQifm in drawing and painting. Here are some 
posilbilitles. . * , 





: ■ 




...^^ ^ ^.-r-^^— 


Basic 


' ■■ — 




* '- 



Review strategies for criticising works of ^rt such as 

• Identifying,, . :. . { ^ 
.. " • describing. - : 

speculating, arfd ^ - - , 

• ivaluating, assessing and summarizing. * 

. \ ■ = • ='■ •: - . ' -. '- ' ■ : .* ■ ■ - = ■ -:..=-.- 

App^y to specific works apprpprlate critical strategies eoncerning 

• ,artists, r - ' V \ 
^ • schools, ^ -J. ■ - ^ ^ 

• styles, V ' \ 
r • cultures, , : ' ^ v _ A 

• innovations, ^ ^ ^ ' * ' ^ = \ 
traditions, ^ ^ ^ \ 

• cliches, ■ ^ V V ^ _\ 

• ^technical processes, and / 

•*f3opular taste, \ ^ A ' ' 

Consider the growth of onVs own work and the work of one's peers , 
by the use of critical strategies Involving . . 

• expressive intent ^mopd, emotion), _ ! \ ^ 

• selection of ^mage (clichA^ originality),' . 

• ,cornposition, 

• development of image, ' ^ V . 

• completion, 

• the use (Of materials, 

; • thf use of tools and equipment, * ; ; ^ 

• ^e sequence of processes, _ 

• technical corrtpetence, and ' - 
•= experience. ^ 



Arrive at personal preferer 
• artists, - ^ V 



regarding 
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-•media, ; \' V 

• Styles, , = 

• presentation, ^ / -^v; U 

• imagery, - 

• concepts, and 

• philosophies. 7 

^ ' . ^ / ^ , . 4 . \ ■ 
Summarize critical cohcerns such as 

• recording. 

• reporting 

• reviewing, 

;• soltcitijrigj jppinipns (e5<pert,^pppularj, 

• reading (journals, reviews, criticism). 



Advanced 



Shdfe stlf-directlon in the* use of critical strategies. 

• Assess one*s work In all stages of prolduction. ^ 

• Evaluate its final impact according to the original cpncept . 

• Solicit opinions regarding the success of a piece of worH, and 
comment accordingly. 



Demonstrate increased fluency rn the use of criticar strategfes 
regarding ■ - - ■ ■ p 



• description, 

• symbolism, 

• historical precedent, 

• judgement, and 

• iGreolpgy. 



Develop personal preferences for artlstp and/or schools through 

• selection, 

• research, 'and , ' 

• supporting arguments. ^ , :^ 
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Impljsmenting Learning OutGomes m DTawing and Painting 



A student ^should demonstrate knowledge of, and the afaillty to usSp 
t h e a p p I i c a t i 0 ns of m a t e r i a I s » t o o I s a n d e q u t p m e n t^ all d p r o e s ss es 

of art In drawing and paJnting. Here ar^e sdrna ppsslbillties. 



Tha Ust of Mattriali 




Extend one's ability to use matafials. W 

• Use media not used previously; r 

• Use cornrnon media in* innovative ways. . 

• Make media-from comririonly^found supplies food colorini, 
' kitchen tbolSf and naturar sources). 

In order to discover and employ their inherent characteristics use a 
wide range of materials such as ; ^ 

• watercolors, / . 

• e na me ISj _ . 
•^synthetic media, _ . 

• pit paints, ^ , 

• graphite, 
watercolor crayohs, 

• watercolor papws 

• canvas, 

• mattboard, — ■ 

• varnishes, 
•t oils, ' ' 

• jencaustic, 

• blockouts, 

• ^scraperboard, 

• fixative, 

• acrylic medium, 

• latex, 

• tissue, 

• bleach, 

• oil pastels, ^ 

• fabric, . 

• found materials, 

. .. . - = 

• collage materials, 

• food coloring, . 

• pencil crayons, and 

• glues; • = ' ^ 
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Ips fmJ^gH mftriiaV r rim hi ha 



In order to diicbver their rel 
materials iucfi as 

• collages^ 

• ,wtt/dry/damp combinations, 
/ • wax resisfSp and * 

• tempera resists. 



Select and use one medium In a variety of ways in order to become 
fluent m its use. v 

• Apply ink as wash, line, drybrush, or wet-on-wet 

• App^ pencil to papfr, canvas,^iWb1ed board, as rubbed or erased 
areas to achieve tone or line. ' 

• Apply paint as stain, wash or- impasto on a flat or textured sur^ 
. ■ face. . . , 

' ■ ' ' - ' ■ ' - 

Research various- materials to discover their 

• sources, 

• construction, * ■ ":r 

• expressive range/ 

• characteristics, 

• history, 

• association with specific artists, . ' . 

• chemical composition, - 

• local availability, 

• liquifiers, , 

• scientific and common names, . . 

• conrimercial uses^ 

• cost and- . . 

• specialized uses. 



Recognize and identify materiaj^ used by others In drawings and 
paintings according to the l 

• availabriity, quality, and selection of materials throughout history, 

• Innovative use of common matlrials, 

• criteria for selection, and^ ■ ' 

• visual characteristics. 



Consider various artist's selection of media to arrive at conclusions 
regarding their 

• emotional intent " . = 
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A student should demonstrate knowledge of, and the ability to use, 
vooabulary drawing and painting. Here are some possibilities, 

T"^ -^^-'- ^^--^ ^ - ^^^^-^^^^^ -------- ' 

Review relevant vocabulary from the Art Foundations sectioa ' 



Become familiar with terms related to drawing and painting 
projects. ■■ « . . : - 



• acrylic, : 

• aerial perspective, 

• airbrush, \ 

• alia (Drlma, 

• aquarelle, 

• audio-^isu^l, ■ 

• atmospheric perspective. 

• baroque, 

• Bauhaus, 

• bistre, ^ 

• blackoutj 

• bristle brush. 



• cartouche, 

• casein,; 

• chamois, ^ 

• chiaroscuro, . 

• chisehedge brush, 

• classical, . 

• cliche: . \ ■■ 

• color names, ^ 

• c o n ce ptu ai^ a rt, 

• critique, 

• cubism, ; ■ v 

• curator* 



• encaustic, 

• enaPnel, 

• environmental art, 

• exhibition; / ' ,\ 

• eKpressionism, 



• Fauvism, 

• fixative, 

• focal point, 

• folio, 

• fragmentation, 
i frisket, ' " 

• fugitive,; 

• futurism, 

• hard edge, 

• high realism. : 

• impressionism, 

• incising, , ' ; 

• kitsch. 

• matt, 

• matte, : 

• m^ontage, 

• museum. " 

• ppn-objective,^.^ 

= ■ ; 

^- . - ; : ■ y., 

• op art, ■■ : 

• overpalnting. ■ 

• pallette knife, 

• performance art, 

• , photo- montage, 

• polymer, , : 
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• pop art, 
•'portfolio. 

• realism, 

• restoration, 

• Romanticism- 

• sable, 

• school, / 

• scraffito, 

• icumblei 

• : sepiai . 
^ skate bv 

• stencili 

• stipple, 

• style, 

• subtraction, 

• surrealism, 

• s pact rum. 

• tooth, 

• transfer, 

• template, 

• transpose, 

• /three-dimensional, 

• two-dimensional 

V" 

• vanishing point, 

• video. 

• Xerox. ' ^ 
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• symbolic intent; ? ' ." 

• appropriateness to Image, : ' 

• exprassiva potential, 

• descriptive potential, 

• philosophy, V 

• mathodsjof working, and/ 

• inventivanass, - 4 

Continue to compare and cdntrast the influence of selected medra 
on a single image ■ ^ 

• of one's own, 

• of one's peers, or . ^ . ... . ■ . 

• of artists of stafure, ^ / 



Demonstrate growth In the use of materials through 

• salf'directed selection (involving experinientatipn In one's^skatch- 
book, planning major projects,, and use in major projects), 

• increased controt and confidence Involvini the approach to un- 
familiar or familiar imagery, .tift selection of media com- 
cfiensurata>with task at hand, arid the use of familiar and un- 
famfliar materials), and , - ^ 

• fleKibility and inyentiveness (involving the capitalization upon the. 
accidental, the use of unusual combinations of media, and the 
changing of media during the process of creating a drawing or 
painting). . ^ ^ ^ 



The Use of Tools and Equipment 



Learn the proper and sklNful use of selected drawing materials and 
equipment such as 

• pens, = 

^ pencils, / . , * , 

• charcoal, 

• graphitep 

• drawing boards, - 
•. arasers, . • 

• paper cutters, I 

• light tableSi . . . 

• inks, and * ' . > 

• crayons. 
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Learn the proper and sHNIful use of 
merit such as / 

• palettes, 

• easels, 

• palette kniveSp ' 

• stretchers, 
canvas, ^ 

• staplegunSi ^ 

• mitarboxes, 

• canvas pliers» 

• saws, 

• nails and fasteners^ 

• power toots, 

• hammers, 

V clamps," ' ^ " 

• rollers, 

• storage containers 

• pressurized spray paints, and 

• airbrush. 



.f Demonstrate an awareness of hazards related to 

• solvents, ; 'r i ; > 
•-oily rags, : 

• fixatives, ^ 

• adhesives, 

• toxic materials, _^ ^ _ 

• lead in paints and paint containers (tubesJ* 

• powdered materials, 

• inflammable materials, 

• cutting tools, / : 
4 power tools, ?nd 

• fumes. 

Make tools, equipment, and materials such; as 

• pens (quills, twigs), : ' 

• brushes (animal, human :halr, plant), 
^ paper, V 

• stretchers, / f 

• frames. - . ^ . / 

• display supports, 
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• light tablli, 

• crayonSi and 

• paints. 



The Uii of Proeesses 



Use planning proctises to * 

• davalop and/or select poislble Image sourceSi 

• deverop compasltions, and,; 

• evaluate and Sflect a OQmposltion. ^ 

Select and prepare surfacei by considering 

• handmade and machi-ne mades , 

• pfter and board (weight, tooth, color density, quality)* 

• auxiliary supports (easels, drawing boards),- ^ \ 

• canvas conitruction (fabric^ stretchers, fasteners), 

• the suitability of wall surfaces .for murals, 

• types of prihiing (gesso, casein, latex), 

• surface texture (impasto,^ollage), and 

• ways of stretching canvas. and paper. 

Select and prepare materials 

• apf^oprlate to imagery, ). . 

• within specific limltatronr (size, portabijity, cost)r 7 

• in various combinations, 

• for various purposes (setting up a palett^r selebting solvents, 
mixing pigments), and ^ u _ 

• from >aw jnaterials. : 

Revie^and expand uponWelected drawing processes such as 

• rubbings, - ^ 7^ ^ \ : * ' 



line variation, -^^^^ ^ ^ ^ " ; " \ 
tonal variatiorr, 

wet-on-wet» ; 
wet'On-dry, dry-on-wett 

subtractive drawing (erasing, scraping^ wiping), 

smudging, = 

scraffito (Jncising, etching), ^ u 

• ' 93 
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; • eollage, and \ : % ^ ■ , ■ 

• resists (masks* stencils, templates). 

Review and expand upon selected painting processes such / 

• aquarelle Jflatr graded washeSp glazesp stalni)i 

• texture (stippling^ dabbing, sponglngp dripping, scumblmgp 
drybrush, blotting, Impasto)* \ V ^ 

• resists {tempera, Nrashout, masks, rubber /cemfent wax)* 

• weMn-wet (alia prima), ^ 

• transparent/opaquep \ / ■ ' 

• light to dark/dark to light, * - ' 

• undfrpainting/overpaintingr^^^^^^s'^^^^^^^^^ ^ : n ^ 

• grisaille,^ ^ ' 

• encaustic, and 

• washout 

Show flexibility^ in substituting pro6esses and arranging them in 
sequence In order to 

• use materials inventively, 

• aJteriiTriagefy, . 

• manipulate elements and principles of design, . 

• follow an historical preci^dent, . - 

• economize, and 

relate them to processes and materials in other areas of visuaT ex- 
pression. ^ ^ 



Demonstrate formal and informal evaluative strategies at all stages ^ 
of development of a drawing or pajnting. 



Use proper clean-up and storage techniques for 

• tools and jlqutpment 

• art work, and 

• the work area. _ ^ . / 

^' -■ • = • ^ 

Use appropriate presentation processes to ^ 

• plan, ' . 



• mart,. 
* •frame, 
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• display, ^ 

• laheL ^ . ' , . 

• organUe portfolios* . 

documsnt through aud jo-visual; technic|UtSi and 
advertise. ^ 
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A-studant shQUld dam&nstrata knowiidga of, and the abliity to^use, 
vocabulary drawlng^'^d painting.^ H ara some poisibilltlii. 



Review rejevant vDcabulary from the Art Foundations sectiori/ 

Become familjar with terms related to drawing and paintihg 

projects. ■ : • ' ' ; • " 



• acrylic, ' 

• aarial p#rspec,t1ve,. 

: • airbrusht , . - - [ 
- • alia primat . \ 

• aqi^arelle, r ^ ^ 
.•audio-visual,/ 

• atmoiphanc perspective 



• baroque, ■ 

• Bauhaus, ^ 

• bistre, 

• islackout, 

^ bristle brush. - 

• Gdrtouche, , 
casein, 

• cHamoiSj . 

• chiaroscuro, 

• chisahadge brush, 
classical, 

• cliche' V" V 

• OQlor names, ' / 

• conceptual' art, , . 

• critique, 

• cubisrn, v ; 

• curator ' - - 

• encaustic, , ,* 

• enamel, / 
^ertvirbnmenial art, 

• exhibitirfn, I 

• expressiQnism. 



0 Fauvisnp,^ 

• fMatlve, 
focal point, 

• ^follo, V - 
frpgmentation, > 

• frisket, 

• fugitive, ' 
'•futurism. 

• f\ard* edge, . ^ 

• ^high realism. / 

• Impressjonismi 

• incising. ^ 

• kitsch/ ■ - ^; 

• matt,. 

• matte, . , ' 

• montage, ' 
museum. 

^ ■ 1 ^ ' ■■ - ' 

• ndn»objectlve^ 

• op art, / ; 
overpaihting. ^. 

t .pallette knife, ^ 

perfoVmance arti ^ 
• ' p h pto* m p n ta ge, , , 

• polymer, . -i 
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VOCABULARY 



pop art, 
portfolio. 

realism, 

rastoratiorij 

romanticism. 



sohool, 

scraffito, 

scumbl€t 



sketch, 
stencil, 

stipple, '^N^ 
style, 

subtraction, 
surrealism, 

spectjpum, ^ 

tooth, 

transfer, 

template,^, 

transpose, 

three^dimensiona I, 

two-dlmensmnai 



vanishing point 
video. 



• Xerox. 
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Tech|iological Peveloprnent 

y^d the Graphic Arts 

To roli up sticky black ink on a carved woodblock and to pull a proof 
on "mulberry paper is to become part of a tradition said to have had 
its beginnings in China in the ninth century A, D, Some technical an- 
tecedents for modern printing had begun even Earlier with the in- 
cised configurations on the waMs of Paleolithjc caves (engraving), 
the pottery stamps of a, later antrquity (blockprinting), and the 
delicate stencils used for fabric decCTration in the. Orient (screerr 
printjng). 

Technological developments in paper and print have run paralleh 
acting as catalysts for each other It is only in the lait hundred and 
fifty years that printing on paper has been augmented by the use of 
film, and rhore recently, electronics. Other aspects 6f technology 
have diveloped only because images in the form of drawingSi 
diagrams, and* more latterly, photographs have been reproduced 
and disseminated. It is interesting to speculate on what the world 
would be WkB had the technology ofjhe multiple image never been 
u developed, for without print technology it seems unlikely that there 
could havf been an industrial o^ electronic^evolution. And what' 
would this century be like if there were no magazines, films, or 
television? The expanding print technology has had a direct in- 
fluence on both the individual and society through its abilj^^/to 
disseminate Ideas, perceptions, and feelings. . 

printing technology has advanced in response to ideolog^al and 
commercial motives for spreading the word and picture.*^lthough 
artists have from time to time contributed in some measure to 
technological refinements, they have teen, on the w^ole,^ the 
beneficiaries of all the techniques developed from the beginning. 
The reason for this is that print techhlques now obsolete In the 
world of mass circulation are still the preferred rhedia/for many 
creative artists* For example^ btock printing as a meanSvof creative, 
expression Is as justifiable today as it was in ninth cen^tury China, 
but the practical applications of that medium in conirnerclal and 
ideological enterprise have almost completely disappeared, o! 
course, not all artists prefer. to work with Images^ fhat are the 
product of ancient technical developments. J^^any prefer creatiye ex- 
pression through the media of recent advances such as video or 
computers. / 

What has aM this to do with art iri the secondary schools? Part of the 
answer is that all art can be seen In the context of cultural history, 
and we know that the influence of print technology on the evolution 
of our culture has been, and continues to be, /critical. 

The slydy of the sublimities of a RembranSt etching or the variety 
of commercials on television, renders us a greater underatanding of 
human motivation and communication. By focussing on the content 
.of prints (that is, on the Ideas, perceptions, and feelings^that hive 
*been embodied in them through fornrrand method), the young artist 
should get a clearer sense of what can be expressed, through the 
various print media, TKis focus can be redirected to t-he prints that 
young artists make In secondary art classrooms. 



"Graphics" in the iwfntieth century has acquired a very €road 
meaning. A student involved in expressive printrnaking gains a 
microcosmic vision of the world of graphics, A fuller meaning of the 
word demands an introduction to many ^more concepts and 
operations. For example, photography is essentially a grapliic art, 
and, though it may be a personally expressive medium, the ease 
with which* it simply documents, illustrates, or analyses does 
demonstrate the, greater realm of graphic 's, too, can be part of 
the student's experience. The graphic ^ who deals with mass 
media demonstrates the ultimate rriean. . the word. In the rapid 
creation of multiple copies of visual images the artist must un- 
derstand the communicative and commercial nature of print and 
must know tKe precise requirements of specialized copiers, plate- 
makers, printers, and binders. 

It is inrjportant to realize that printmaking Is simply another way to 
make an image and that particular characteristics of printmaking 
appeal to artists of all ages. One thmks immediately of, the sen- 
suousness of materials and techniques — the rolling up of printer's 
ink, the pleasures of carving wood with a sharp kn^fe, the grainy pull 
of the limestone on a grease pencil. Also, one thinks of the ex- 
citement of building up aft image on plate, block, or stonep not 
knowing whpt tKe image wJII really look like until the first proof is 
pulled. Finally, there is the fact that one can produce multiples, 
making it possible to share the product of one's creativity and still 
retain it for one's self. 



Implementin "am uteomes in Gfaphics 



A student should c^er 
imagary in graphics 



Basic 



Review and select 'f it. 
use in graphicf from ti =^ 



^ i n jwi jf, and the ability to us 
^ islbilities. 



!Vf pment strategies appropriate for 
^i-- jn in the Art Foundations section. 



Select and/or create images that utilize the unique characteristics 
of graphics based upon 

• a theme (human figure, the moon, the sUn, man-made forms, ar- 
chitecture, animals, still life), 

e observation (still life, natural and man-made forms), 

• the creative arts (poetry, literature, music, photography, film, 
dance, television, other visual expression areas). 

• memory and experiences (recent, distant), ' ^ 

• imagination and fantasy (the surreal, dreams, science fiction), and 
« events (reported in the popular hnedia; current and historical. 



Capitalize upuii tfie .eidiiun^lop ueiwtien Uie linage a(»u the uriarac- 
teristics of a grapliic process ihrough 

• the use of massive shapes In developing an image in a collagraph, 

• consideration gf the full tonal ratige available in producing an 
image for a lithograph, 

• the use of tf»e metamDrpfiu^ M«t^iiioJ ut jruage devslupment fo^' 
animation, 

• conversion of ^ lir?e dravving to an eit.r»n5g. 

• recognition and employment of the relationships betwe^i high^ 
contrast photog/aphy and photographic screen printing, 

• the uSe of half tones to achieve tonal r epresetitatlon in pfiulo 
related printing processes, and 

• the u'se of pixihation. higf» ai»U luw apeeU fihrHrig, dnU lap 
dissolves in film-making. 

A 

Recognize, Curnpafe, arrU *„yr»trdat prlfiled iniagdS ii^^hd>aCler IZed 

-by 

• the reverse nature ot woodblpck, linocyt, and llftprirlt to non- 
reversed image of-stencil prints, offset prints, and photographs, 

• the contribution of various surfaces to Image In printmaking 
(paper; block,, plate, ink syrfaces), 

• tlie use of unedited film versus respliced, Juxtaposed images in 
film-making, . - ' 
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imAdERY 



• the use of cutouts versus models ©r drawings in animation, and 

• the choice of quajity and cost versus purpose and effect of 
imagery in graphic design. 



Integrate imagery develbped in. other visual expression araas^ in 
graphics projects. * ^ 



AdvanQid 



Demonstrate self-direction and continuity in the development of 
personal images suitable for use in graphlcs.^ . 

• Select and produce images according to specific criteria (taste, 
lifestyle* culture, purpose, expressjpn). ^ , . 

• Produce images ^that-solve specific and/or assigned problejns of 
design. » 

• Develop a series from a sirigle irhape (a series of scenes*, a 
^passage of time, sequence, a rnetamdrphosis). 



S f 



Demonstrate^ inventiveness and mature inlerpritatiori in/the use of 
images developed for graphics. 

• Combine processes J photography and etching, design — layout 
and photography^ printmaking and^- anirnation). , 

• Extend graphic processes into pttier .ireas* of vJsuai expression 
(harld coloring printed or photographecl fmages.''printing on clay 

" or fabric, printing over a collage). 

9 Recognize and use .unplanned developrnents that occur during 
project work. . . 



Explore graphic miages dtrecte^d to a per^Q/iai style. 

• Extend a single image through explorattoni:: in se^eraf^ graphic 
media. . ^ ' 

• Select, extend, and repeat character Istjcb of on^h ,pwh graphia 
images in other w^s (as messages, Jn material usagti). . ; 

■ Relate personal graphic images to hIstoFical precedents* by 
working vv^thin a tradition or allowinj^imf g^ to be influenced by, 
those of a^master graphic artist (contemporary or historical). 



1/ ■ . 
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implemanting LeWning Outcomes in Graphics 



A student shoulrf dei^Dnitrate knowledge of, and the ability »to use, 
the elements and prineiples^af design in graphics. Hera^are some 
possibilities. ^ ^ ' * 



Basle 



- — , r — — — 

Identify, and en^phasize line as an element of design. 

• Examine the qualities of jme In print (embossed, etched, gouged, 
positive^ negative), ' ^ . i 

• Discover the variety of lines possible in one print medium (frorn 
djfferent_^cutting tools m lino, bites in etching, or from drawn, 

^brdshed/or pressed'-on "fine in graphic design). 

• Photogfaph exampies-of line in the man-made or natural en= 
vironment. 

• Create a' film by ^recording the gradbai development of a line 
drawing. ^ ^ 

« Use linear materrals in a collograph (yarn, wire, wool, glue). 



identify and emph^ize^ iaxture as an element of design. 

* Compare and contrast textural qualities of prints (linocuts, 
collagraphs, etchings). . 

• Examine commercial pjpss-a/f forrri textures for graphic design. 

• Collect Images that demonstrate the ^relationship of'teKjture to 
tonal quarffties inVarious print processes (crossha.tchmg in etch- 
ing, = dot .pattern fn photoscreen printing, .wiping t^hnlque In^ 
aquatint). ^ 

e Create a variety of printed textures (relief, rubbed, embossed). 

« Compare the textural ^qualities of different print , papers, 
photographic papers, inks/ and .films. \ ..... . 

* Apply lighting techniques to explore tone values In photographic 
white on-white textures (eggs, tiles, fabric, paper, netting, chalk, 
stucco) or biack-on-black textures. 

* Select and print frQm, found objects having unusual textures 
(soles of shoes, wire mesh, foil, fabric). 

• -Compare visual texturfs of half'tohe screens. 



Identify and emphasize bolor as an element of desjgn, 

• Examine the ng^tures of subtractlve and additive color mixtures as 
they rtlate ^to- printing. 

• Examine printed color (tfpaque, transparent, overpHntted colors,* 

" y Examine color selected In advertising and speculate on Intended 
L-consumer reaction" (limited range, emotional appeal). 
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• Use tone in photogrlphic techniquas (gray sc^Je in process 
camera copy, gray card In black and white tonal photography). 

Identify and emphasize balance as principle of design, 

• Arrange the content of an image to achieve symmetrical balance. 

• Collect advertisements that are strongly asymmetrical, 

• Relate balance to content in advertising. Disucss viewer impact 
(stability, unrest), 

• Search for examples of radial balance in graphics- 
Identify and emphasize unity as principle of design. 

• Create visual unity in an etching, llnocut, or graphic design by the 
hatching or dotting of tone, ^ 

» Create a unified screen print using a monochromatic color 
scheme. 

« Establish compositional unity in a layout through the use of 
devices (clustering elements around a point connecting elements 
to a line). ' 

Identify and emphasize contrast as principle of des?gn. 

• Process black and white photographs to alter contrast using - 
high% low-, and mediu m-dontrast papers, and lithographic film> 

• Consider the effect of Juxtaposing contrasting colors in graphic 
design. 

• Use color to create contrast in an otherwise repetitious design. 

Identify and ernpha^iz^ patiarn as pritiuiple of design. 

• Discuss the repeatable nature of prints to create pattern. 

• Examine the impact of a number of print?, ordered, mountedpand 
displayed In series. 

• Use a repeated printed image as decoration (border patterns, 
tiles, stencils). 

• Design a package that cdpiializes upon repetition (many identical 
packages Jn the display), , 

• Explore the use of repetition in animation (of backgrounds, 
gestures, details). ; . . 

• Print repeat copies from a single photographic negative, altering 
focus, exposure times, or paper for comparative results. 

• Gradually reduce the printing surface of a block print to explore 
the variety in visual im^ct, 

• Attempt to reach high standards of control i-n'repeat printings - 
from one etching plate, 

104 



Identify and amphasizi emphasis as principle of design, 

ExamirTe ways in which artists have achfieved emphasis in intagHo 
prints.^screen prints, and relief prints/ 

• Create emphasis in a poster design through the manipulatiork of 
cofor, %l|e, shape, image, and letter placement. 

• Select typefaces that emphagze the- message or intent of a 
brochure or poster. ^ 

• Design an image for a wood block print that emphasizes a feature 
in the wood (knot, grain, texture). 

• Collect printed images of consumer items that demonstrate an ef- 
fective use= of emphasis. 



Identify and emphasize movement and rhythm as principles of 
design. - ^ ^ 

Discuss the nature of movement in film and how movement is 
achieved. 

• Discuss the use of repetitidn m animation (backgrounds, 
gestures). 

• Explore photos which imply movement through the use of blurred 
images, long time exposures of movihg images, and overlaps of 
two or more negatfvfes in processing. 

« Produce photographs that record a progression 

ft 

s Make overlapping transparfnt c^lls (cellulose at^etdiei uf a 
repeated image 

• Compare film and video as vehicles for creating the illusion of 
movement. 

s Develop a storyboard to plan movement sequences. 

• Wipe ink. on an etching plate in ^ way that suggests rTiuvement in 
the resulting print. 

• M^ke repeated rubb ngb wr dr» uUj^ut in urd^r ig suggest 
movement within one prif»t. 



Advanced 



Demonstrate self-direction in applying the elements and principles 
of design to graphics projects, 

• Experiment with design problems through photography, in a 
sketchbook, in storyboards, in roughs and layout designs, ^and/or^ 
through collage. 

• Manipulate elements and principles of design in all stages-of ad= 
vanced projects in graphics, 

• Enhance communicative aspects of graphic design through 
manipulation of selected elements and principles. 
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DE/ION 



Describe, discuss, and apply the elements and principles qf design 
and their relationships in a manner commensurate with artistic 
maturity and accomplishments in graphics . . ^ 

» while planning, ' ^ 

9 in progress, and , 
• on co^mpletion. , 
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Implsmenting Learning Outconies in Graphics 



A student should demonstratt know|ed£e of, and the ability to use, 
historiGal and CDntemporary developments in Jrap.hics. Here are 
some possibilities. - . ' • - 



Basic 



Demonstrate an awareness of graphics as part of the heritage of art. 

• Interview and/or research focal printmaKers. graphic artists, 
photographers^ or f i lm=makers. ' ' - 

s Visit advertising agencies and printing or newspsper plants. 

• Interview ihe curator's of art gafleries or the collectors 9f graphic 
arts. ^ ^ 

• Compare and contrast aspects of book design, (Jackets, 
illustrations^ layout, format). 

• Exarnfne the differences between lirnileU edilion ^nd mass- 
produced prints. 

• Photograph ^ and display graprnw designs observed m public 
places 

• Contrail Uadltlundl einJ I tuiuvatlvti ^i^^h\^ design leclnHMuea 

• CorTipare and contrasi an ariibt's graptHC iinagery lo hib or her 
imagery in other medi^ ^ 

• KeCOgfHze the felallurs btilvv^e^n ^fdMhiu;s anJ wlliei Jlb*..lpnne& 

(textile arlb, televibion. advertisini, bc\eh.;e. Lxibine..b. music) 



Demonstrate an awareness of major artists and movements where 
applicable to selected projecu 



areas ot 



* lelevlblyri t^nvi Uit; mh^vIu IfiJjjistfy 

• iap^nese oloch prints and bleriuiL 

• the histOiy of letterlrig, tyv^f^ceS^ -..d ^IphaL^i^ 

• the invention and develojjmef it uf eit.nif>^, efigravin^ i,u,,.ti' -"t'^'y 
photography, and silkscreen. 

* print vefSus reproductlun. 

* ptfotocdpying as printmaking, 

e the relation between comrner'-iaL I hnu aria, and 
9 book and magazine design. 



Integrate knowledge gained from, art history into one's own work in 
graphics in terms of \ . . 
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DEVELOPmEN 



• style, , 

• , image sources; = . 

• trends, 

• ihnovations (philosophical, technrcal), 
? .influanca' arnd pepular appeal, 

• symboh'sm, and 
story ,11 he. 



Be ^are of Jocal developments in graphics such as ^ - 
9 artists, designers, and craftsmen of sta_ture, 

• exhibiiions and film festivals, 

• sources of dQcumentation (libjaries, mi4Seums), '<\ 

« national trends (as seen In arts, craft, and design magaimes), 

• critical aco^lm, major shows, 

• cultural influences,^ ' 

• rnotivation of artists and crafts'men, 

• thematic similarity and diversity, 

• advertising carnpaigns^ public relations, and commercial trendSj 
and 

« consumerism. ' ^ . 



Advanoad 



Show self-direction in the study of art history as appropriate for 
major projects relating to 

• the handling of media, 

• , approaches or styles, * - ' 

• histdrical precedentg, 

• emotibnal intention and/or ffesponses, 

• themes, 

• symbolism, ^ 

« metaphor, and ; ' . ' 

• parallels through time, . , . ^ 



Compare .and 'contrast graphic art works in order to identify 
historical precidents, 
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Speculate upcm the intended rnfluence/of graphic arts 6n bf havlor 
by examining : ^ ' ^ , U ^ 

blllboards,^ s^^ 

fiim-arid telev4aiori, - , 

. •^ocumentary photoiraphyi 

• swbllminal aeductiqri and 

• subnminal seduption; and 

• manuscript and print ^ 




% Integrate into, one*i own, work in graphicSi historical devalppments 
cbncerriing ^ ; . - — ; . ■ • - - ' 

• media, - : 
V irrttgiry, and ; \ V 

• style, 



^Consider personal skills and interests In relation to career op- 
"portunities In graphics such as ; 

graphic designing, ' 

• layout, artistry, 

• book designina: .-^^-.^ ^ \ ; ^ 

• press operating, ^ : ■ ^ 

• /camera bperating, ^ ; . ; \. 
, sign paihtrpg, j : ; _ ^ ; _ / : 

• textile^prlntihg,/ " - 

• photography,; ^ . ^-l^S,^^ - / / 

• audio-visual artistry, . ; ^ >^ : . \ f^. 
-• television and film eamera operating, ^ 

• printmaking, 

• firm-making; v 
^^^gilng, and ' , ' 

• ^poster, designing. ' f^^f: 



% 



t V' 
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Implemtrtt 

A student should demonitrate knowledge of* and the ability to. use, 
reasanetl'ariticlsm in graphics, Herejare some possibilities. 



Basic 

Use the reasoned criticism in the^ Art foundations section of this 
book to review strategies for ivaluatini and criticising works^^^ art. 
Demonstcate the ability to \ - : 

• identify, * 

• describe, . > . v - \ ^ > 

• speculate, and : 7 

• evaluate, assessrSnd summarize. ' / 



. Apply appropriate Wtical graphic works, showinf an awareness of 

• ; artists, : . ■ -. * ■ V -\ 

• schools, . . 

■•styles; / - 

' • cultures, ' ■ _ 

• innovations, > / 
.• . • traditions, ^ 

• cliches and fads, ^ ■ 

• t^chnicaJ processesr and ' ' ^ 
.• popular tasti. - 

. Use critical strateirasjn dfiscussing the growth in one's own work 
and the work df peers in the areas of ' 

• expressive intent (niood, emotion)! , " 

• selection of' image (cliches; originafity)/^ ^ - 
* >• pubMc, and private Images, , ■ V 

• design. and printed image, - 

• composition, - ; V / \ - . 

• development of image,. 

• degree of .compiletion,v ' \ ; ' ^ ^ 

• materipis used,' ^ - : / 
,• toojs and equipment used, _ - ^ 

' • ■'sequence of processes, ; ' v 

f technical competence, V ' : 

• experience, : . / r ; ; 
.^•problem-solving; . , ■ ^ ' 
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• documentatiorip = ^ . / ^ ^ 

• jcraftsmansWp in comblbpd use of materials and- imagaryp and 
; • final product - r^ /, ^^ : * ^ ; 



Arrive at perional preferences Tegarding 

• ong'i own work, ^ 

• art i stir film-make r^p designerSi 

• mediap , ^ ^ 

• styleSp • 

V preseritatibnp ' / ^ . . - .^ 
intehtp 

• imagjerVp ^ 

• concepts, anf^^j^_____ _ 

> techniques. / 



and photpgfaphe^i^ 




Summarize critical concerns by 

• recording, . - 

• reporting, ^ , / 

• reviewing, 

soliciting opinions (expert, popular), and : ^ 

• reading and viewing (films, journals, reviews, crlticism). 

Speciilatfe uponr the success cfl an iniage In regard to its intent or 
audience > 

• in advertising and posters, ; v - 

• in the effect of^ multiple copies on value, 

• in technical production, i 

• in ownership aind status, and . 

• In private and public ownership. 



Advarictd 



Show self-dlrectipn in usie of critical strategies^ 

• Assess one's work In all stages of production. 

• Evaluate the project's impact according to the original concept or 
problem. ; v , . -.. 

• Solicit opinions regarding the suqcess of a piece of work, a^d^ 
comment accordingly ; ; 





134. CQNTENT RESOURCES 



111 



ERIC 



CRITICISm 



DemQnstrate increased, f luBncy in the use of fi^ 
^regarding . V ■ ^ 

* • p/oblem-solvina ; ; 

• • descrlptioni^ / ^ ^ \ * 

symbolJ^rn^i ■ ' V * / : 

\ hiijtoncal pre^ = - ; ' 

J judgmehti ' ; ' 

• ideology, and - - " 

« communication. 



-Develop and state personal preferences among artists or sohoDls 
according to - ^ --^ 

:^Jsel^ctiQfi*-__ / . ^ ^ — 

• research, and ; " : / ' 

• supporting arguments^ ^ - ^ ; 



Consider theMagal implications of graphj^arts (copyright^ usa of 
photograpHs, logos, trademarks). 



Consider the possible worth of an artist's work 

• as an Investment,^^ / : / 

• as produced for commercial user 

• in terms of the hourly rate, of an artist or designer* and 
:• Jn intrinsic, personal value. :_ A ; 



Consider the historical development of prombting an artist's work 
(guilds^ sponsorship In the Renaisiance, patrons* the CanadaCQun- 
oil, awards, apprenticeships, unions). ' . 
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Astudent shbuld d lamdnstrate knowledge of- and the ability ttf\jse,' 
tHiapprieition$ 6l materrals, tools and equlpmint and p^ra^eises of 
irl in graphics^ H^ere are some examples. ? j = ' ' 

— • " _ • . ■■ ■ ■ . • — - . . 



THfelfsi? of M^^ta^ 



Vlxtendcbna^i i^ifilttty. to use Vaphic matariali f 

I In fraditional w^ays! ' \^ \ ;^ 

- I in new ways, an ^^dv ^ M 

• for new purpQS^^s% ^ ' • " . ' : 



r ■ 



fiiscover and e^t^^nd fdlly the inherent characteristlcs-Of reliaf 
such as ^ ' ' . ' " ^ 



• found mataria Is, 

• cardboard, . . . . . 

• linoleum, 

, • Styrofoam,i 
: 'wax, ■ , ' 
• .-.inks, > 
iacitate, 



' f - 



M plasticine; : ' 



biscovfer arid exter— Ti the inherent characteristics of Inttgllo 

; materials such as - ..- : > 

* • Plixiglas, ^ ^ , ; 

• metal plates* (coEPpar, zinc, aluminum, tin plate, brass),^ 
.Inks,^^^^..,. - _ - - : . : - 

; % retarders, ^ - . . = ■ ^ 

• gfounds Chard, s^oft)* * - 
; • acids (nitric,' hyi^^rochloric), 

^ •acid resists (stop^outs. enamels, varnish, resin, sugar lift), 
; papers, \ - ^_ ' A 

- iammoniir' . ^ ■ J ■ ' ^ 

• talcrrouge, or erenery, V . ; / 



\ oil, 
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' •vwjpmg materials -(tarlatari; cheesecloth, newsprint, rardb^a^d,, 

• bjottirs, and ^ - j % » 7':^/ V ^? . ^ 

DiscQvar anj extend fully t+i^' Inherent. 4ha»'^'ct^i^[Gs of graptifc^: 
design mitiHalr such as - ^^" 'k. ^ - ^ .i 

• nriDckrup matanlils^Golor key, cploft^nsfBP\|atters)rT^^h ; ^ 
« inks, ' V ^ i ^ . . . \- >^ ' "''^'^ ''^ 

• frisklti : ^ .^^,r-^:^^{^^ 

• stencil p^per, ^ . ^ \ . : y 

• pencils,- . ■ ■■ ^ \ ^ - 

• technical pens, v 

• pressure transfer lettering, ' : 

• stencil iilms, block gut filrns (rubylithj amberlj|h)i " ; 

p W33<, ■ * ■ _ 

• tapes (masking^^ transparent), ^- . . . % 

• rubber camentp V 

• phQtorrtiChanlcal transfers (P.MT/s)i * ^ 

• paint, . ' . 

• paper, illustritibft board, photograpliic papers, ^ ^ . ' 
\ * body type, ' , ^ ' ° ■ 

• ac^tes, i . * . \ 

• Opaque ink, iape^ paper, : . ^ 

• frrm (orthographic, line), and ^ ; ^ 

• film developers and fix. ' — / "\ ^ 

Discover and extend fully the inherent characteristics of scp^i^ff- 

printing milerials such as / - 

block outs (glue and water, tusche, ^aper, shellac, water malK>, 
^ « Inks, r^t^rderSr transparent base,. extendersi 
- • developers, ! . . ^ r . 

• solvents,\ . ' ; 

• erqetate, 

• hand cut emulsion films, - 

• tapes, ••• ^ *■ , 

• shellac, , » 

• screen* fabric {silk, polyester, nylon, cotton organdy), 

• photo emulsions,/and v ^ . 
, • f iKsrs, ' * . . 
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Of 



Piscdyer^ and extend fully;^ the ^j^h^^re^nt i characterjstics of 
lithographic mat^rialit such ;as ; . . 

• plates .(m#talj paper, presensitiz%d)i ' ^ 

• wetting solutions^ ' . ^. * : . > 
stones, : i ' ^ * ' 

-•.gum arabic, ^ . - r Vx^' . 

tusche, wax, crayons, pens* - 

• inks, . ' >i ' ■ " 

• soap, ' ° \ ^ ^ . . . 
grease, , , ,v: - ^ " 

:.» .atch, i- _ ^ ■ _ 

m developers, fixgrs, lacquers, and - 

• solvents, brinket wash. 

Discover and .extend fully the inhi 
photographic .ar\a fllm-maKIng m^pNslM 

• fllnrt (orthochrWiatic, panchromati^i 
movie)," ' ' / ! 

• .developer, ; . ^ _ . ^ . 

• stop bath, - ■ ' ^' - : ; \ 

• fixer, . ... . 

• papers (papeg^ase, plastic basej "thich— ^ness, tint, surface te^^ture 
and sheen, type of emulsion^ coljir s^wnsitivity and contrast), 

• drymount tissue, 

• matte board, " '\ ' --n- " • - 

• acetate, 

• toners, 

• wetting agents, . 

• washing agents, -j;; 

• splicing materials^ V 

• recording tape, and 

• videotape. / 



srent characteristics 
such ds 

color slifie, 



cplor print, 



Learn the safe use, storage, and protectcaon ^rocedur^ concerning 
hazardous materials and equlpmentr tbE^sidering aspects such iS 

• solvent (yarsol/solvent, lacquer thinfi^sr/adherent/roller. 
conditioner, methyl hydrate), : 

• acids {etching, photographic ^ypp), 

• flarnrhable materials (solvents^ adhtsR ?ves, fabrics), 

• adhe^'ves (rubber cement, airplane gl % ue, contact cement, spray 
..adhesive, white resin glue, epoxy). 
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• 'Caustics (phota devglop^rr ^ : ' ' 

• powdered materijslsldivildp^rT iri|reite frisodiunn ftfi^^sphate),, 
tumes {solvents, i nfe davejQ^ pef"s)» ■ 

• poiions (pot^ssiiJnn torpni^^tep I acetate, indigo)^ ; 

• Irght {ultra»y1olet, afplarrip), ^ ^ < \ . o 

• safety eyflHi^ent^jCgyardi on _^of*^sfitp6i!y fag containerlj^^H 
fountain "dls^Dens^rsjiFMirDt^ ^nd^Uf/ ^ ; = 

• appropf^iatt ^IOtJili1| v ■ ' ■ V. % 




The Uie of Tooliandvl^quipm^nt 

Laarn the proper andsiiillful u iiotsd. reitif ^liHritiG i hg tools 
and equipment suCfrjr ' ^ < 1 ' ' - * 

■.• Wire brushes,':/ - ■. ' / [y ■ --iu^-^^'. ^; \. ; 

• -gouges/ Japanese Wves, X^Ai^ct^ ksiA lino toofe, , 

• sharpfning st6h#5, , . 

• bench hooks, 

• brayars, ; 

• ink kriives, - 

• ink slabSf>, ' r 

• etching presseSj ■ ^, 

• .proofing presses/ ; 

• burnlshai'Sf spOpfiSj barens, 

• sawSi 

• tiles, ^ V 

• brushaSp arid \ 

• drills. ' ; 



Learn the propar ancJ $\\\ 
a n d eq u i p m e nt s u c h ai 

• dry point haedles, 

• scrapers, 

• burni^herSj 

• shears, 

• * hot platas^ '. . " 

• laather dabbers, 

• acid baths, 

• atching presses,^ 

• spatulas, Ink Krilves/ 

• files, 



I^uf^a ot s^lioted Intaglio iirititlj^jng tools 
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- 



• sharpenirig st&nes. 
V etching needles, ^ 



• btushes, - 

• duf t bais or bmces,! ? 
: • damping baths, ana^ . 



• bfanHets. 



i 




^-^ : ^ : . 



/Learn thijroper and skillful use of ietected scrisri prfhtirig tttgils 
and equipment such as ^ ^ \ 

• screens (frame, fabrTc, hinges, baseboard), ' - '^^ •■ 

/ • stretching, pliers^ 
." • ^tapleguns, ri 

hammerpi 
squeegees^^ 
f bryin^ racks, - . - 

• brushes, ' ■ ' * - ^ • ' -.- . 

• X'Acto knives, V - ' '.: 

• swivel cutters, -/i V , V - ; 

• cords, . ^ .-. . . -, • .- . . ^ . : 
■ *: Washo4Jt sprayers, : ; ' ^ 

• ^crub brushes, , ~: . . - I : ' f . 

• ^lass sheets, ; ■■ \ : ^ * 

• arc lamps, light sources, and ... : / 

• vacuum frames.' r " .. - 

Learn the proper and skillful use of lithographic tools and equip- 
ment siich as. - . 

• levigators, :^ .. ■ ; ^ ' .. ' .. 

• lithographic stones, / " , " ./ : ' 

> presses (dffset ifthographjcK ; ^ ■ 

• plate burners, . . ' - 

• layout cameras, 
^ half-tone screens; 

• develDping trays, 

• P,Mt/ processors, 

• folders, collators, 

• binding equipment, 

> aontaQt prinjers, 
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• rubber stamp makers^ and ; • = ^ 

^ • pumiee blocKa.; . . - » 

^ Learn the.proper and ikillful use 6f graphic.desjg!\tools,and ©quip- 
. ment such as * v * 

• pica rulerSi * ^ ^ ' 

^process carnerSi ; ; ^ ^ ■ ^ ^ ^ 

• t«SQuaras, ; : \ ^ v ; : ; V * : / 

• gray scales^ . " ' , ' ■ 

^ compassf ; ^ ^ - * * \ \ 

•^-rulerr and straight fdgeSr ^ 
. • non'reproducing pencils* ..' ' \ -. 

• airbrushes* / ■ v; 

• brushes* ' ' ■ V ^ . / : . 

• ■ pens" ] \ V . ' . ' ^ ^ :-r 

• felt-tip markers* ^ ^ . ^ 

• X-Acto knives, ' ? : ; ; ^ - : 

• light tables, ; ^' " 

• XeroXi. . . ^ ■ ^- 
. • half-tone screens, ■ . ^ v ■ . . 

, • contact prihterSi ana v ^ \ \ . . . 

' J" typesettfng equipment / ; 

-:" Learn the proper and skillful use of phb^tftgraphic and film-making 
tools and equipment such as- ^ j _ . __-v - 

. • cameras (S.bR^ range finder, large-forrnat pinhole, movie, video). 

• lenses {macro, zoom, wide-angle, telephmtb, :Standard), 

• tripods, . " . , 

• filters, . ' 

• flashes, and light#, . , . ^ 
exposuf a meters, , . i = 

• umbrellas, ~ ? ^ ^ ' . , _ 
^ enlargers, , . 

• tanks, - \ ^ ^ ' ' 

• flash meters, ' 

• reels, ....... , . _ , 

• developing trays, . ♦ 

• Washing tanks, , ; 

• tpngs, , • . 

• safelights, ' • 



lis 
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. ttmers / . ' 

• editors, : ^ - 

• spiicers, . . . V = 

• pro J actors j 

> copystandi, / / 
\ tape racor^rs, :^ 

> dissolye dortjrtrl units, and 

• drymoutst pr6sses.v; . 



The Use of Prbees^fs 



Usa planning prdeesses invalvmg 



V 



• the salectlon of appropriltajmagaj symbot and type to trans|ar to 
selected methods, ^ . ■ ' = 

• story boards, .^^ 

• thumbnail skatchas, - - . 

• overlays, " ^ . V ^ 

• Gomprahansives, and ' . ^ ^ - , ' 

• deiign and dolor separations. 



JLJsa procassas appropriata for relief print bloek making. 

• Prepare the bldck (carve, glue, shallac). 

• Typeset: -^^r . __ l 

Use processes appropriate for relief print bloek printing. 

• Prapara paper and ink. 

• Ink. V 

• Print inechanicaHy by press or burnish by hand. 

• Register. ^ / 

• Emboss. ' ^ a 



Use procasses appropriate for different intaglio print plate-makings 

• Etch with acid. - = - 

• %core or scratch with dry point 

• Engrave by incising with burin or gravure; 




EKLC 



119 



", VIsUil Efesilon In Graphics 143. 



af*>ligat;ion5 



/ Usa prt ntlng'prqciSsit apprbpri^^^^ difterenf jntagllo privits. 
> Prepare the paper and m3<. 
• Ink and wipe. . , - * 
•/Pull, the print. ' - * / \ 



Use s^rien-construetlng* ^ roeisses appropriate for dlff^srent 
iarigraph prints. . ^ 

, • prepare direct manual ' it^ricili igluep tuictie, lacquarp gtaatin, 
wax* oMj crayoh), \ ^ 

• Prepare indirect manual steneils (paper, knifa-cutj watea^- or 

; lacquer-liased filr^^ / ^ ' 

Prepare photomeehanicil stinclli (from hand-down poiteives,, 
prinAd positives photograpliic positives; orthochronsnatlc . 
positiviSi panchromatic P^ositivea, haJf^ separation). 



yse.#rfnt proceisis apprfl[^ riati jer dfffarent serigraph ppiit ts. 

• Prepare ink. (Ardd qxtende^ or tfaniparant base; use retarder~| mix 
. color j 

• Apply ink (print strQH%, ^S^o<^J^roke, squeegee angle), ^ 

• Register. \ , . 



Use prepiration protiises appropriate for different llthogr^phie 
prints including ' 

• stone (graining, dravylnig^ dasensitlzing, proving^ . : ; 

• offsfet (exposing the plaje^ developing the Image, plate t^ ^rass, 
press run), and; ^ ^ . V ' 

. .• hanci-drawn jmages on m-etal or paper plates. 

Use print procissii appropriate (or different llthcigraplijc p rlnti 
invojvi ng , , * 

^ proofs, and ■ . / ^ 

• registratibn of plates mf\t£_ paper. 

Use earnira-operatini prroeiiiis appropriate *for diff^srant 
photographs, taking into cs^ nsldaratlon such aspects as 

• the relationihip between shutfer speed and diaphragnn <inw:ersfe 
correlation), 

• lens functions (normalp widatangler telephoto, zoom* r^iicro, 
macro), 
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• light meter operation (reflected lights incident lijht^, flash), 

• artificial light (flash-guide number, bounce, filters, flood^s, uTIr- 

re I las, backdrops), end- - v 

• focus and depth of if ield.. v . 



Use film-selection praaesses appropriate for different ptiotograp^s. 



Use Im^gi-ieleeting praceises appropriate for different 
photographs. 



LTse developing processes appropriate for different photographs,, 
taking Into cohsfderation such aspects as 

• lading film, into the developing tank, , ^ . » ' . 

• mtxjng developers for- standard and specific results, 

• tinriingi and ; * ^ • ' " 

• fixing, washing, drying, and storing. 



Use printing probeises appropriate fbr different photographs, 
taking Into consideration such aspects as 

• contact prints, - ■ " : ' 
•vtest;strlpi, ' ^ ; ^ ^ ; 

• enlargements, and - ^ - , /' 

• developing, dry^ing, and touchup. 



Use graphic arts processes appropriate for different photographs, 
taking Into consideratibn such aspects as 

• camera-i'eady copy,^ * > i|. 

• the choice of film (Une or ortho), - 

• diaphragm and shutter speed, \ . ^ : 

• exposure, and 

• dtveloplng,/flKmg, washing, ah^ dfying. ; 

^Use ininiatl6n proeeiiis appropriate for different phqtograptii, 
^ItaKing hnto consideration such aspects as - 

• the preparation of i^egistered drawings, models or cut outs; 

• camera preparation (stand, focus, lighting angle, 'gray card), 
/• the registration of the irnage, - 

• singla or multiple exposures, and ^ 

• pixillation^ . 



i 




*#f,y»^V %4»-\*r.;v^v i<»H»V»«', » y I ^*#'-".-^¥-r :n';?^'^Vs;»» ^ir-f^rt -75?'.^ ^ 
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"Use fNm-miking proe'e^ses appjolDriate far different photographs^ 
taking into consideration^^ufch aspects as . 

• single systeni (soond and iraage invvideo ©r Buper-;;tffcarneri)Y 

• double system (darrrefa and tape racoriJer. edit, sp^ transposep 
project); . %. . > ^ - - . ; ~ 



I 



Use"^ processes In graphlo design involving 

• tht design of image, • 
paste-up prqcesses,- ^^ , \ I 

• GOpy camera processes; and ^ , ; . 
strippirfg and.maiking. ^ . ,. ^ 

Use processes^ in typography involving . 

• typesetting, : ^ , ^ 

• lockup, and . 
ing. . ■■ \ 



Usa^other graphic processes concerning minor graphic teghnlquss; 
and involving ; ' *■ 

• lift prtntSi . • : ^ . r ^ \ ^ 

• paper stertcils (itippling, pounclngp airbrush painting),: ^ 

• tracing etchings, pn to clear aaetatt,^and i 

• stamp prmting- (potato, rubber, stamp-rnakl 

Use; other graphic p^oe6sses concerning duplicating systems and;, 
myoiving ' ■ ' _ 

• •.spirit,...--: :> ^•. \^ >. ' ■ .v^ : ^.-V^ 

• "stencils, and V " : / * ' . . . ■ 

• electrostatic. ^ ^ \ ^ ^ 



Use prasentatlbn prooesies Involving^^ 

^ " • dry mounting, . * .? . ^: 

' . •" riffatting and framing, 

• project, dTsiolve control, tape recorder co/nbi nations, 

• bookbinding, 

^trip film for sound movie pro]ectlon,^and 
*13^'4^mock-up and packaging. ^ 
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A itudant should demonstrat^^nowledge of, and the ability to use, 
vocabulary relating to graphics. Hare are soflia possibilities. 



• acetate, . - 


• darkroom, ^ = 


• acid, 


• depth of field, 


• airbrushi 


• develop, ^ 


• animation, 


• devplope^ 


• aperture, - 


• diaphragm'. 


• aquatihtt 


• drcrpout, 


IK archival. 


• dry mount 


* atelierp /' ' 


r • dry point 


• autoscrean* \ 




f 


_ • edft, \ _ 


• back drop. 


• edition. 


• baren. 


• aiectrostatic. 


• bellows, 


• elimination printing, 


• bench, hook, . 


• embossing. 


• bavel, ^ 


• emulsion, 


• bite, I 


• engraving, 


• blanket, 


• enlargement,. 


• bleeding, ^ ^ 


» • .etching, ; ^ V 


• block, ' ^ 


• exposure, 


• blockouti 


• ^extender. 


• brayar, - ^ 




• burin. 


• feed. 




• burnish. 


• film: 


# burr/ V 


• fnter, 

• fixer, 


• camera, 


^ •flood, 


. • carbon arc, 


. • focus, ^ ' 


• carrier, 


• font. 


• cells. 


• frisket, * 


• chase, . 


• f-stop. 


• collograph, - " 


• furniture. ■ . 


• color separations, 




• comprehensive, 




• clDntact print, „ 


• gelatin, 


• contrast, 


• gloss, 


• copystand, 


• gouge. 


• cut film. 


• gra|nf ' 
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• graphic, . ^ 

• gravure* 

• gray bqb\% 

• ground (soft and; hard>r 

• guide number 

^ • half -tone, 

• handcut, ' 

• hardground^ : 

• headline. 

■ ^ • , i ■ .'■ 

• impressionp 

• intaglio. - : ' " 

• justification, _ 

• key image. 

• laoquert 

• layout 

• lens, 

• Jevigatori 

* • llftground, 
' • lift print, 
^ • light meter, _ , 

• line art, 

• line engraving, 
■;.• lino cut, • ■ 

• :llho print, , 
,• ilthbgraphy, 

• lock up, 

• lower case/ 

• macro lens, 

• masking 

• matt, 

• matte, / 

• mattihs 
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• mezzotint 

• monoprint| ' 



negative^ 
• non-reproducing pencIL 

off s et p f i n t i n ^ 
orthbchromatiCp ^ 
orthographic, 
overlays. 

panchromatic, 

photogram, 

photography, 

photomechanicalp 

photostencll, 

pica, 

pixtllation, 
planographic, 
plate hiark, 
plate oil, 
platen press, 
PlexiglaSp V . ' 
positive,, 
posterization, 

pouncing, 

press, - 

press bedi 

process camera, 

projector, 

proof, 

pull, 

pumice stone/ 
quoin/ 

reflfix, ^ 
reduction printingi 
registration 
relief, 
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resin, 
resist, * 
retarder, 
"futSylltHT" 



safellght, 

^screen, 

sensitive, 

serigraph,- 

shutter, 

soft grounds 

solarizatlon (Sabattier effect), 
solvent, ^ 

speed, " ^ 
splice,^ V ■ 

squee^ei 
stampmg, 
stancti, . - ' 
steneli brush, - 
stencil printlni, 
stone, ' 
stop bath, 
stop out, 
storyboard, 
stripping, 
Styro|oam, 
sugar 1 lift, 

tacky, j : 
tarlatan, 
ttlaphoto lens, 
temptaie, 
text, 
timer, 

transfer- (P.M.TJ, 
tripod, \ - 

• typefaot, 

• typtsettiha 

• tusche. 



• umbrella, 

• upper case. 



• vacuum table, 

• varnish, 

• video, 

• viscosity. 

41 washouti 

• wide-angle lens, 

• wood engraving, 

• wood cut 

• Xerox. 



• zmc, 

• zoom. 
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^^culptural Art 

A pieee of sculpture Is a pieaningful form in three dImenslonC it 
could bea totem pole, a fountain in a civic square, a waatharvanai 
/or a seed' pod. If a waterworn beach stone attracts your eye, you 
- . share an e xperienc e with aW aricestor wh^ thous pridi^ 
;= " discovered a rtaanihgful sculpfaral form. It you hotice the shapCof^ 
an interesting scrap of wood, yoii encounter, forms that Louise 
: Nevelsbn would recpgnize and use. If you notice the rounded sculp- 
' tural shape of figures on the beacht you share arj experience vyith 
Henry Moore. • ' i - -■ ■ '■ ■ \ , 

Threi^dlmansionar forms exist everyv/here. Michelangelo could 
imagine their presence inside solid slabs of stcne and he carved in 
order to liberate the images from their marble surroundings. Inuit 
carvers recognized familiar forms in indigenous materials. Picasso 
transformed common objects into fanciful sculptural forms. Olden- 
burg sees sculptural possibilities in evferyday objects, ones that 
make us smile when we sea them through his eyes* Rodin-s bronzes 
^ fi&m frailty of the great,; Joe Fafard'a^ ceramic 

sculptures of hurnan dignity in thfe ordinary citizen- 

Whether monumental or miniature, splld or fragile, Aoient or 
ephemeral, floating or .self-destructing, sculptures haverunique 
spatial qualities that intrvgue artists. 

Like all other forms of art, sculpture reflects the imsginingtf and ex- 
periences of artists. The greatest sculptors sharr vivid ways of 
seeing a need for seif-expressionr and a close affinity between 
niaterials and imiaga. Sculptors continua to chisel, modelj cist, and 
carve with the materials of stoneii metal, wood, and clay bringlng^ 
newer ways of working with modern materials to ancient and 
; traditional repertoires of skills. Sculptures can be made from 
plastic*; fabric, or found materials. They can bf inflatable, musical^ * 
electrical, or arch^tecturah New idols appaan new social issues are 
. ; addressed. Sculptors help draw our attention to all thfese things 
thrpugh expression in three dimensions. 

Students can share many of these experiences in th^^^ 
ones reflecting their own place and time. They can look at and con- 
sider the sculpture of others and can create their own to gain an un- 
derstanding of working with imagery in threo^ dimensions. 



iittagery: 



tmplerhenting Learning Outconies in Sculpture 



A student should demonstrate an awareness of, and the ability to^ 
Imagery in scujptureHere^are some pbsifbilities. 



Basic 



Review and select Image — deve I opm^eht strategies fbund In the Art 
Foundations section apprpprlate for use in sculpture. 

• Draw, from insect, bird, and animal nrtodels. v - 

• Record. sUrfacs textures b^ drawing, rubbing or casting (moss, 
lichensi bark, erosionp building materials). 

• Take castings from surfaces and objects to prepare for an assem- 



• Traniilate two-dimensional Images ; 1 nto thre^ dime nslQ^n s by 
making small TTiodels in clay or plasticene. ^ * ^ 

• Observe and collect "found sculpture" (weathered wood, 
seashells, bones, ^driftwood). 

• Photograph sculptural imagery In the environment (costumesr 
parade floats, mormments, Jewelleri^ Inflatables). ^ 

• Create gestural sketches from the human figure, using clay or 
plasticene. - : T 

• Photograph^cuiptural forms from a variety/of points of view in 
order to study tnhererit sculptural characteristics. 

• Draw, paint or sculpt commpn objects, altering their scale sq.that 
' they seem monuments L " 

• Sketch common objects to plan for fabric sculpture (gadgets, 
tools,^hells, clothing, food). . , ^ 

• Design for a wire sculpture using continuous line. 

• Adapt images from one's own drawings' or paintings for use in a 
bas-relief. .......... ' . 

• Use organic shapes as design spurces fpr cast jewellery. 

• Invent slab-built architectural forms. U 

• Develop cardboard relief sculptures from collages* 

• Examine both natural alfid man-made conteiners^ Discuss their, 
form and function. ^ 

■ \ ■ . . - . - ' .-■ . 

Distinguish representational or symbolic, images In sculpture. 

• Design a series of masks that Illustrate a variety of moods or im- 
V pressions. • \ . ■ 

• Make sketches for sculpture using an abstract concept as a theme 
(joy/ peace, war, despair)/ / 

• Collect sculptural images and classify them according to their 
symbofic or representatronal intent 

• Design a symbolic totem or Inonument (country, sport, or in- 
dividual). 
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• Aisemble within a box r collection of related found objects 
; having synfibolic jTieanmg. . i . 



^ .pom para and contrast three-diniensional images using a variety of 
^critfiria such as ^ ^ 

• the elamants and principles of desiini 

'"^ historical context, / ^ 

• content, ^ 

• technique, " -. _ / 

• mood, 

• impact, 



symbolism, 

• style, and 

• imagery. 



IntegratiB imagery developed in sculpture with Irniges developed in 
other visual expression areas. ^ 

• Use sculptural mode Is fjpr film-making.' " . 

• Draw: from sculptures. o 

• Create simple sculptures to be photographed for a project in com- 
.mere ia I design. \ * 

• Include cast forms in textile/ projects/ 



Advaneed 



Demonstrate self-direction in the development of personal imagies. 

• Extend a single image through a series of explorations in several 
sculptural rhedia (clay, paper mSche^ fabric, carved wood), 

• Research a theme appropriate for a.sculpture (the human figure, 
animal forms, heroes). ■ ^ . . 

• Develop imagery in clay or plasticene in order to prepare for a 
major sculptured^work. 

^ Extend -a^heme In relief and in the round. 

• Draw a series of sketches in preparation for a portrait bust. . 

• Design a kiosk for a specific purpose (telephone bpoth, ad- 
vertising area, information bdothj toilet). . 

• Use sculptural forms (human, natural, or man made) in arranging 
a itore window or showcase display. 
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Supplamant knowledga of a chosen sculptural rmaga from a variety 
of sources such as ■ 

• photogrpahy, . * 



• industrial design, ^ • " ' - - 

• art history, V ^ * 

• tha'^humanitlas, and ^ ■ - 
^ • advertising, 

Relate personal iniajary to historical precedents involving \ 

• local ^artists, - V - . ■ ' " " ^ ^ ^ 

• primitive art, ^ ~ , 

• religious art, \i>vJ 

• artists of stature, and ^ 

• GUltura I heritage.^ \ . ^ 

Qompare and contrast sculptural imagary usini a wide variety of 
criteria. .• 
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Impiameiiting Learning OuteoinM^in 

A Student should demonstrata knowledge of^ and fhe abilityto use, - 
the elements and principles of design in sculpture Here are some 
possibni^les. f " ""' ^ : ; 

-— - - -- — — • / : " ^ . ^■ . ■ ^ .- 

Basio^^ ;■■ / -. - \. \ - .] 

^ ■ ' cr%-^ - - "- — ^- - - • / " ^ ^ • 

Identify and \iiffefCTtiate between the alements and principles of 
design as thi^ apply to sculpture. ' ^ 

• Re^vlew and expand upon the elements and principles of design as 
they apply to sculpture. - -^^^^^ 

• Consider the Influence of scjJlpturar techniques and materials on 
the elements and principles of design. 



• Observe the selective use of the elements and principles of 
design in Sculpture {of selfr peersV art ^'.'l - 

Select and/or combine specific elements and'prlnciples of design 
for sculptural purposes. ^ 

• Apply impressed ^texture to surfaces of a sculpture Jn order to 
create a focal pointy create contrast, or emphasize planes. 

• Create a mobile that demonstrates balance (radial, bilateral, 
asymmetrical), . - 

• Demonstrate thB gestural quality of (ine in a wire sculpture. 

• Experiment with a varltty of surface treatnients on repeated 
three-dimensional forms (roughi smooth, coloredi dulh reflective). 

• Use repetition in sculpture (modules, stamped texture, cast 
forms, found objects). ^ 

• Exaggerate form in. sculpture to emphasize expression (Jagged, 
enclosed, penetrated, open, natural, abstract, geometric, 
weighted, fragile)/ ^^^^ 

• Consider the significance of color in sculptural materials (clay, 
plastics, cardboard, pafint, metals, fabric). 

• Create g:estu re sketches of the figure in modelling clay by rolling, 
cutting, or pinching. ^ 

• Becdme familiar with the texture of various sculptural materials 
(clays, plaster^ fabrics, woods) and tools. 

• Add linear detail to clay sculpture through the addition of incised 
line. 

• Photograph sculptural forms on, around, or of buildings (or- 
' . nament, landscape design, building shapis, architectural models). 
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Advanoed 




Demonstrata seif'direction in applying the elenierits and principles 
of design to /projects in iculptufe. 

• Experiment with desjgh problems oh a regular basis In a s^tch- 
book by translating shape into mass, experimenting wifh onange 

; of scale, and/or recbrding and adapting SGulptural imagery. - 

• Manipulate and evaluate the elements and principles of design at 
r all stages of production of a major sculpture Cplanhingi deslgnlngi 

preparihg and drafting, d tiring constfuctioni completlrigi 
evaluating* dispJaying), - ' vr^ • 



Orchestrate the full range of elements and principles of design 
within a sculpture project to suit , 

• specific VprocesseSi ; " 

• particular images,; 

• .selected ^oods jnd feellrigs, 

• commercial and'^consumer purposeSi 

• suitable materials, 

• personal style, \ / 

• historical :precedentSt - 

• experience, and 

• cultural heritage. . > 
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Implementing Learning Outoomes In- Sculpture 



A student should damonstrate knowledge of, and the ability to use,, 
hiitorleai and contemporary developmejits in sculpture^ Here ire 
some possibilities; ^ > - . 



Basic \ ' ' \ ■ \ " " 

Dannonstrate an awareness of .sculpture as part of tKe heritage of 

• Collect historical examples that supplement pne*s own work in 
J sculpture. : \, . 

• Draw or photograph local^xamplas (totems, maskSp baskets); 



Recognita the relationship between t^e history of sculpture and 
other human influancas such as ' 

• religion and beliefs," ; v 

• environment (geographic, climatic), » . 

• social organisation, and 

• value systems, 

D^emonstrate an awareness of major artists, and of movements .ap- 
plicable to selected projects ip the areas of 

• primitive cultures, ^ ^ 

• Western movements, 

• Eastern movements, 

• contemporary developments, and 

• popular art and fads. ^ 



Integfate knowledge gained from the study of art history intp^bne's 
own .work in the areas of 

• style, ' 

• choice of imagery^ 

• techniques, / 

• the influence of materials, 

• tradition, ■ ' 

• international trends, arid - 

• symbolism. ^ 
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DEVtlDPrilENTS 



Advanoed 



Show^ selMireetibn In the, study of art history as appropriate for 
specific projects in sculpture in the areas ^ 

• themes throuih history^ ' = - 

• the handling of mediap _ ^ " 

• styles and approacheSr « 

• embtional response to events, and " ' 

• cross-cultural influences. • 



Compare and cohtrast scuiptural works 
historical precedents; ' " 



in order to Identify 



Relate developments in sculpture to historical phenomena in events 
and devetopments that are " ' 

• social (celebrations, Jestiva Is, advertising); 
•: Intellectual, 

• rnilttary (monuments, grayestonef, cenptaphs), v 

• scientific (model-making, assemblage), and . 
architectural. 

Be aware of recent developments relating to sculpture. 

• Recognize work by artists of stature. 

• Attend eKhibrtions. 

• Be aware of national trends and critlcaracclaim/ 

• Note cultural influences..^-^' 

• Look for thematic similarity or fliversity. 



Consider the role of historical and contemporary development in 
the continuum of sculpture fn terms of / 

• themds, 

• materia ISp and ' , ^ ' . / 

• purpose. ^ ^ 



Consider personai skills and interests In relation to career opv 
* . portunities in sculpture such as 1^ - 

• architectural model building, 



model building, 
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hnplennenting Learning Outenmes in Sculpture 



A sttident should demonstrate. knowledge of, and the ability to use, 
reasoned criticism^ in sculpture. Here art. some possibilities. 



Basic 



Use the reasoned criticism In the Art FoMndations section to review 
strategies for evaluating works of art pemonstrate the ability to 

• identify, . i: " ^ 

• describe^ ^ 
speculate, and . " . - 

• evaluate and ass6ss. ^ ^ ^ ^ 



Apply critical strategies to scu J ptu res of one's own and thdse of 
peeVs showfng An awareness of ; ' ^ 

• express ivp intent, - . 

• selection* of image, ^ 
/• composition, 

• development of-image,. 

• completion, ^ 

• materials 4ised, 

• tools and equipment used, - ' 

• the sequence of processes, 

• technical competence, and - = 

• experience. 



Apply critical 
awarerTess of 

• artists, ^ 

• schools, 

• styles, 

• cultures, 

• traditions, 

• Innovations, 

• cliches," and 

• popular iaste. 



strategies to specific sculptures,, showing an 



Synthesize and summarize critical concerns relating to sculpture 
and Involving trte activities of = ■ c • . . ■ 

• .recording, ^ * 

. * 13G 
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• reporting, - * 

• reviewing 

• aollelting ©pinidns (expert, popular), 

• reading (journalSj/rayiews)* and ^ 

• interviewing. 



Advancad 



Show self-direction in\the use of critical, strategies. 

• Assess ^ne's own work at all stages of development 
♦^'Evaluate it upon completion;^ ' . . . . . . _ 

• Use logical' arguments to crltjclse and defend ont's work. 

- " ' . * . ■ ... 

' / d^. ' ' ' \y . ■ _ 

Dejfibristrate increased fluency in the use of critical strategies. 



Develop personal preferences regarding sculptural works by artists 
or niovements. ; 



Recognrie the role of sculpture in toda/s consumer society in the 
areas of . ^ 

• architecture, ^ ' ^ 

• scientific; design, 

• landscape and Interior design, / ; 

• jewellery design, \ .- 

• textile design, and j 

• industrial design. * ; , ; ■ 



r 
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impltrnenting Le in Soulpture 



A student should demonstrate knowledge of, and the ability to use, 
the applications of materleli, tools and equipment and prooesies of 
art in sculpture. Here are some possibilities* 



The Use of Materials 



Extend one*s ability to us^ materials. 



J. 



Use selected sculpture-materials such aB^ "^v - - 
^ • c lay (grogged, slip, modelling, plaitioene, oil-based), 

• stone (naiurali yojcanlCi m 

pebbled), r ? 

• plaster of Paris (plains, colored, added texturesj zonoliter perlite), 

• wood (sheets, balsa off cuts, dowels, boards, driftwood), 

• wire (various weighty and colors), 

• metal (sheets, rods, alloys, solder), 
9 O^TfiBnt (ci mm t fondue)/ ^ / 

• paper (cardboard, papier miche), 

• wax (jeweller's, paraffin, dental wax, candle wax), 
glass, ; * 

• plastics (latex, fibreglass, Plexiglas, Styrofbam, foam ru^er), 

• foods (dough, baker's clay), ' 

• fabrics, stuffings, fibres, * 

• sand, foundry clay, 

• boatings (metal enamels, paints, varnishes, sheMicJ, . ^ 

• adheslves (paper cement, contact cement, epoxy), 

• cuttlefish bone, and " 

• found objects (machine parts, toys, electrical parts, natural 
objects). • ■ ' • • • ; 

Select materials appropriate for imagery, taking into accpunt their 

• size and scale, ; . - 

• expense, 

• durability, v r 

• precision, ^ ^ * . 

• flexibility, and' 

• ^ase of handling/ 
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ReieafcH^ various sculptural materials to discover their 
» construction! ' . ' 

• expressive ranga, ; ; ; (; V 

• sourceSp , ; . - %V 

• characteristics, . ^ _ " ^V^, 

• historVp % . 

• longevity^ . / ; 

• association with ipeGiflo artists, . . * 

• chemical compositioni 

• availabllityi 
•^oost, and ; . , 
>, commerclaLuijSs: • 



.^Recognize and identify sculptural materials used by others, taking 
into consideration their > 

• innovative uses,/ 

• criteria for selection, 

• visunl charabteristics, and / ^ / 

• avaHability through history. ^ ' 



Continue to compare and contrast the influence of selected Inriedia 
on a single image. . 



Demonstrate growth in the use of sculptural materials through self- 
direction In the selection of 

• planning projects, and 
•{jjse in projects* - 



Demonstrate growth In the use of sculptural rnaterials by showing 
increased control and confidence in * . 

• experimentation with medla,^and 

• selection of image(s): * 



Demohstrate growth In the use of sculptural materials by showing 
flexibility and* inventiveness in use in order to 

• capitalize on the accidental, V 

- i '■ ' ' ' ' ■ . *- ■ • • ' 

• use uriuiual combinations of media, and 

• change; imedia during the process of creating a sculpture.v 
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The Ust of Tools and Equipment 

Learn the proper and skillful use of 

• shears, ^ . , T 

• knives, 

• sawsp . ' ■ ■ - \ . < ■ 

• selssors, ^ ^ 

• routers^ . . 

• ahvilii \ ' V , 

• files, : .'. 

• soldering irons, * 

• blowtorches, ^ 

• welding equipment, 

• electric hotplates, . ^ ^ 

• hot wire cutters, 

m forges, ^ , . 

• furnaces, . ■ 

• hammers, . ^ 

• fasteners, / ? 

• staple guns, ^ ' 

• drills, V 

• chisels, ' V 

• risps, 

• sandbags, V 

• tile nippers, . ' ' ■ • ' - . . • - 
hacksaws, ' . 

• pjiers, 7 

• jigs, 

• centr if ugaT casters, 

• brushes, 

• vise clamps, and : 

• hand made tools. 

Learn the safe use and storage of hazardous materials such as 

• solvents, 

• acids, cleaners, and chemicals, 

• inflammable materials, ' - 

• adhesives (epoxy), 

• paints ind varnishes, 
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• plastics and rtiifii, v * 

• corrosives, . ^ / 

• powdefed materials, "■ - ■ 

• reactive mlxturts {plaster, cement). 

Use appropriate safety measures. 

• Check elaptrlcal connections. 

• Tie back loose clothing and halK > 

• Make simple repairs, 

• Use joggleSj maskSp and gloves. 

• Have fire extinguishers available. : 

I Be familiar with emergency procedures relating to corrosives^ a 
acids. . , 



TKa Use of Proaesses , 

Use Stages in the planning procissis. - 

• Develop and select possible image sources. ^ 

• Evaluate and select an image (for site and personal expression). 

• Draft plans. = ' 

Select and prepare materials \ 

• appropriate to imagery, • . 

• from raw materials^ y j : 

• within, specific limitations, and 

• for specific purposes. 



Review and expand upon selected sculptural processes such as 
manipiilatlpnt invtilving 

• clay (rolled; cut, pinched, slabX 

• wax (in warm water> warmed with a bunsen burner)^ and 

• metal (bentt crumpled, folded). ^ 



Review and expand upon selected sculptural processes such as 
.subtraction, involving 

■ • Plaster (carved, sanded), ' . ; 
• • wax (carved, melted, impressed, incised), 
• plastic (drijledp ground, filed, incised, melted, cut). 
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• ^f%*'f>e (raiptcf, tiled, chippad, drilled), ^ 

• clay ^carved, impressed, incised)i 

• wood (cuti dnliadp sandedi carved, sawed, chiselled), 

• metal (hammered, etched, filed, sawed, drilled, out), and 

• glass (scribed, cut, ground, etched)* 

Review and expand upon selected sculptural procetses such as 
addition. Involving 

• clay (slab, pinch, throwrt, coll), ; . 

• paper macha (strips, pulp), 

• wire (soldered, welded, wound), ' 

• metal (soldered, riveted, welded), ^ '. 

• glass (fiamework, welded, stained glass), 

,• fabric (stitched, stuffed, quilted, woven, knotted, twined), 

• wQcd (glued, nailed, screwed, stapled, laminated, interlocked), 

• \wax (softened, welded), 

• papier (cut, folded, glued, stapled), 

• plaster (fabric coated, liquid), 

• grout, 

• til6e|^-and > - 

• enarnels. 

Review and expand upon selected sculptural processes such as 
substitution, involving 

• clay (slip cait, press moulds, displacement, direct), 

• plaster of Paris (in bags, found objects, container^), 

• plastic {latex, Fibregias, cast, vacuurn-formed), . 

• mould, materla'ls (sand, reba sand, foun^r's sand, plaster, 
.investments), ^ ■ 

• wax (jeweller's wax), and * . 

• metals (for centrifugal casting, for shims); 



vwUse. surface treatment proaessei to 

• polish, 

• braie, ■ - ^_ 

• sand, 

• texture, 

• buff, ^ 

• coat, 

• apply protective surfaces, and 
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glaze. '■ ■" ^- : \ --.^ . 

Use eviluition prooesiii. _ \ 

■ ■ y ■= , . " . - ' ■ ■ -'\ _ -- ^ 
. - -- ■ ■ 

Use olein-up and atoraga prooesses involving 
> tools, 

materials, , \ - 

plast0ri 

• equipment^T and 
sculpture In progrest.^ 

Uaa prisentation prdoasies to \ 

• mount, 

• light; 

• arrange^ .and ^ 

• label. . 



— i . - 
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A student should demanstrate knowledge of, and the ability to use, 
vooabulary in sculpturt* Here are some Dossibllitias. T ' 



• abstractp 

• aggregate, 

• anneal, ^ 

• additiye, 

• armature, 

• alloy, 

• asseniblagej 



• ba^ce, 

• bas-relief, 

• bat, 

• bead, 

• bisque, , - 

• bronze^ 

• binder,^ 

• braze,' 

• burn out. 



distortj^ 
draft ■ . 
dross,. 

edgf,v ^ - 
elaboration, 
emeiyi^stqne, 
erTvironmental art, 

flask, 

forge, . 
facet, 
flux, 
form,^ 

fan tracery, 





. - • gate. 


n 


• eameo, 


• glyptic, 




• carborundum. 


- • glaze, ' 




> cast. 


- • gre^nware, ' 




• cement, 


; grog. 






* - • grout, 




.9 charge. 




• collage, 






• contour. 


/' harmony, 




• chiselr ^^ ^ - ^ . . . 






• ^centrifugal, 


• hue. 




• cifnetit fondue, 






• crucible," , 


• intaglio rtflief. 




• chasing, ^ 


• investrnent, 




• capitals, ' = 

• columns, 


• kerf,// 




• conceptual art, , 






• corbels, 


• • larrtiRate, 






• latex, 




• done, 


• lost wax. 




• decant, 


•, lignum yitae, 
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• Tnalleable; 
mallet, 

• mass, 

• matrix, 

• model, 

• mould, 

• monolithic, 

• monumentality, 

• non-ferrous, 

• patina, . 

• pickle, 

• piece mould, 

• pitch, " 

• plane, 

• plastic, 

• plaster, 

• pot metal, 

• proportion, 
pumice stone, 

• pediment^* 

• papier macheV 

• quench, / 

• ra ke, 

• reba sand, 

• rasp, 

• refractofy, . 

• relief, 

• repouise, 

• rhythm, 

• riser, 

• runner. 



• scraper, 

• scriber, 



• shape, 

• sharpeni ng s I i p, 

• shim, 

• sieve, ; ' 

• slake, . 

• slurry, 

• solder, 

• space, 

• spear, ^ " 

• stone, 
sprue, ^ 
stake, - ^ . 

'•'stamps, 

• subtractive, 

• Styrofoam, 

• tamp, - 

• temper, 

• terrazzo, 

• texture,^ 

• thermbset, ' 

• thermoplastic, 

• torque^ 

• terra cottai 

• value, 

• vent, 

• volume* 

• vacuum, 

• wedge, 

• weld, - 

• waste mould. 
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Taxt i I as and the C u I tu ra I Tra d III q n 

"OldeT than rtcordad history Is the tale of fabrics. To find 
its beginning we must go beyond the dawn of history into 
the darkness of prahistoric tinries; for when man first 
began to scratch his deeds on the rocks of his dwelling - 
places, * fabrics, more or less perfectp* were being " 
fashioned, ornamented and dyed." ' * 

, ; WB\tonf The Story of Textiies ' 

The mythSi legendSi and folk and fairy tales common to different 
peoples around the world abound with references to threads^ 
fabrics, and dyes. In Greek mythology the Fates determined the 
length of a person's life; Clotho (spinner)i from whom we derive the 
word clothing, spun the thread of life; Lachesis ftrieasurer) 
measured the thread, andiAtropos (she who cannot be turned) cut it 
at death. In Asian mythology the same FateSj under different names, 
performed the stme. tasks.- Lives^have been -saved.,by a threadi^ 
Theseus/ as he entered the Minotaur's labyrinth^ unravel ied the yarn 
irom a ball of thread which hefdilovyedi after slaying the monstferi^ 
^ back tie llgHt and safet^^ samtf myth the black-dyed sails of his 
ship pTayed a'symbolic r^le on his return to Ithaca. In the stor^ of 
^ the Royal Swans, the Princess Elise wove shirts from nettje flares in 
order to restore her brothers to human form. And Cinderella was 
enabled to go to the ball after her ragged dJothes were transformed 
into raiment fit for a princess, [ : 

Students working In textiles will be dealing .with the sensuous, 
tangible line of a thread In its many yariations and wiM be seeking 
both the creative manipulation of this^ thread and the. use of 
imagery, gtudents niust be encouraged to search for Imagery and 
symbols which are p.ersonally relevant and important. At thi same 
V time, students should master;' with a concern for the materials 
_ selected, and the fqrmal elements of desiga the skills that enable 
them to express their ideas. AlsOi the development of skills and 
techniques mustrfo hand In hand with development of imagery^ one 
. affects the otheK . . ■ . _ - ■ 

; By studying traditional textiles^ students will see how techrtiquet 
composition, and imagery have been relpted to one another so that 
symbols can achieve expressive form. In British Columbia many 
ethnic grdups have contributed richly to our knowledge of textiles 
through their particular weavings^ embroideries, and decdratect 
fabrics. These may be ordinary household articles, ceremonial tex-. 
tiles including those used in templeSi synagogues^ and churches, or 
lovingly-cherished costumes brought out for special occasions. 
Their colors, threads^ and symbols tell us a great deal about a par- 
ticular culture^ Some textiles have a humble utilitarian use. In 
others the functional and aesthetic aspects have been blended. 
They enhance our living environment and on many occasions in- 
dicate status or implied social significance. 

Students who engage in the study, construction* and decoration of 
textiles become part of a creative tradition which moves from an- 
tiquity into the present 

While some students may find a vocation In-textile arts^ many will 
discover that the itudy of the making and the decorating of textiles 
is of immediate value in everyday jiving. ^ 




Implemehting Learning Qutcomes in Textiles 



A student should demonstrate knowledge of, and the ability to use, 
imagery in textiles: Here are some possibilities. 



Basic 



Review and select image development strateglas appropriate for use* 
in textiles from those given In the Art Foundations sectioh./ . 



Develop simple images that utiMie the unique characteristics of tex- 
tiles. . 

.. •t Simplify. Images from nature.. . . „ v. _ . 

• Create images from imagination. 

• .Develop^images from man-made objects. 

• Develop images relating to events (music, literature, happenings). 

• Develop images, related to pattern. ' 

' • Develop images suitable for advertising (pteoductSi eventSi 
oni 



'Select and.adapt image ideas for use in a particular textile project 
Develop a simple line and color design for use in inkle weaving. 

• Stylize an insect, bird, or fish Image for a batik, 

■ Explore images related to a festival or ceremony f of use in a 
stitched banner or a badge. * 

• Simplify images from landscape for use in tapestry wearing. 

• Create a logo suitable for silkscreening on fabric. — 



Advanced . 

Demonstrate self-direction and continuity in the creation of per^ 
sonal images suitable for uie In ftxtile arts. ^ / : 

• Produce and select images according to personal criteria (taste, 
culture, lifestyle, fashion). ^ 

• Adapt images for specific projects. 

• Select suitable materials. , . , v 

• ^Recognize and use unplanned but successful image developments 

that occur during project work. . 



Develbp a design suitable for a specific textile project fom a series 
of related images. 



l. .",s';-,-----7,;.:-> ^Jff^^' j '-;? ? 
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IMAGERY 



Di'rive images from observing hlstoricp I examples of textiles in 

• floral designs (Chinese embroidery, damask weaving), - 

• animal designs (Peruvian weaving, San' Bias mola, Mali strfncll), 

• portraits (Coptic weavihgi Chinese stitchepy), and 

• geometrip designs (Indian. basktts, Tgpa cloth, Nigerian printing* 
Ghanese weaving). . 



Cbmpare and contrast image suitability with confidence and self- 
iriitiative using a wide variety of criteria. . 



S 

^^^^ 





184 . CONTENT RESOURCES 



149 



ERIC 




j m pJ e m e nti ng Laa rhi ng 0 u tcomss i n Texti les 



A student should demonstrate knowledge of, and the ability to usa,^ 
the alimints and principles of des4gri^^ in textfles. JHare are some 

examples. . ^ : ^ 









Basic : 









Identify dnd emphasize line as an elerhent of design. 

• Examine a vafriety of fibres to find*inherent linear qualities and 
possibilities. .... ^ . ' , 

• Examine and "discuss linear characteristics of stitched lines, 
arranged on a variety backgrojind. . . 

• Explore lines created* by warp an^ weft threads in weaving.^ 

Identify and emphasize shape as an ejement of design. 

• Exam^he.a variety of samples of dyed and printed fabrics to find 
motifs and their shapes (negative and positive shapes). 

• ICxarplne a variety of textile pieces to f ind the impact^ of bverair 
shapes and particular shapes (Chllcat blankets, appllgue, guilts). 

rdentify and emphasize eolor as an element and principle of design.: 

• Find and arrange fibre and/or fabric sample varieties according to , 
specific criteria (a color; harmony* a mood to be expressed in 
color, transparent colors, varieties of :tfne hue). 

Identify and emphasize tone as^an element of design^ " 

• Make a gray scale of fibre or fabric swatches. 

_ ' ■■ ■ • ^ ■'^ . '-■ ■ 

• Examine a variety of to'ne plans and arrangements suitable for use 
in a specific project. v,^ 



Identify and emphasize texture as an element of desig;h, \ 

• Match fibre or fabric samples to word descriptions (rough, coarse, 
delicate, intricate, fine, dull, shiny, smooth). ^ j ^ 

^ Manipulate fibre or fabric to create moods (comfort, joy, anger,' 
gaiety, sadness). 



• Interrupt the surface of one fabric 'to achieve textura I areas 
(pleating, folding/ fraying, stuffing, padding, puncturing). ' 

e Find sevefel varieties of sample fibres and fabrics of one^texture 
■ _ Ditegory.^ . - .". ^- : 

• Order a number of samples of varieties of one fibre and/or fabric 
category (coarse to fine, dull to shiny, rough to smooth).^ 
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DE/IGN 



Emphasize pattern deyejopment through repetlt^^ 
design as it relates to textile arts. - 

• Examine a variety of textile 'arts to find repeated elements that 
form themiSf motifSi and variatloni the achievement of- rhythm 
through repetition, and the' achieverrtent of unity through 
repetition. " V r ^ 

• Plan for different types of repeat systems (stfipe, border and til- 
over methods, inverting, rotating combining, reversing splitting 
unit). • ■ ■ . . ■ • • 

• Make use of positive and'negative interaction (proximity of repeat 
units, juxtaposition of repeat unit€,= overlaps in repeat units, 
touching repeat units)/ - ; 



Emphasize unity as a principle of design as it relates to.textile arts* 

• Examine a variety of textiles to explore the importance of uni^ 
and how unifying elements such as color, shapep and textuN have 
been used, f •' 

. ■ ■ - ■ ■ _ . . • 

• Arrange cut pj3 per and/or textile samples within a format to 

,a Chi eve unity/ " - 



Emphasize contrast as a principle of design as it relates to textile 
arts. • ■ ^ 

• Examine a variety of textile arts to find how elements may con- 
trast within themselves and with each other, color contrasts and 
discords,, smooth, shiny textile surfaces contrasted with rough, 
coarse textile sucfaces. ' 

• Examine the use of contrast and its resulting emotive 
possibilities relating to image and composition. 

• Arrange cut paper textile samples and findings within a format to 
explore contrast. 



Emphasize balance as a principle of design as it relates to textiles. 

• Examine a variety of textiles to find how elements may be balari- 
V ced and to find different types of balance (format,, informal): 

• Arrange cut p^er and/or textile samples within a format to ex- 
plore balance. ' 



Use selected} elements And principles to create pimple com- 
positions suitable for textile project^. ^ # 

• Establish a focal point or interest area within a format In paper or 
fabric collage through lines and shapes meeting, through con-^ 
trasting color, tone, or texture, or through contrasting sizes. 

• Use a geometric stamp to discover a variety of repeat relation- 
ships suitable for fabric printing. - 
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• Use a series of folded and tied paper experiments to find suitable 
compositions for fabric tie-dy^ * , ^ ^ 

• Use wax or wax craybh resist on paper to develop suitable corn* 
; p6srtions for batik V , .1 . ^ . 



Advahcad 



'Embhasize selected elements and principles in textile design, 

• Rroduce samples having repeat motifs to discover the imfDact of 
shape and line varieties, the possibilities of shape and line 
repetition and variation or personal or commercial preferences 
regarding repetition of line and ahape. , 



• Prbdu ce f o r ^ s peq if Ic project a va r iety of textu ra I samp les that 
show the impact of texture upon the image and mood expressed* 
the varieties of textural surfaces, or personal or commercial 
preferences, v 

• \Experiment; with color t^ange samples for a .specif ic project to ex- 

plore the impact of cblor upon the imagep the varieties of color 
distribution, personal preferences regarding textile, color, the 
, emotive quality of textile color, and/or the impact of color on mer- 
chandising- ■■ . ■ \ 



Consider the orchestration of the full range of elements and prin- 
ciples of design within one textile composition to ^ult ^^ 

• specific processes, 

• particular J mages^ 

• selected moods and feelings, . ■ 

• suitable materials," : ^ _ , . v_ 

• personal style, 

• histdricar preqedentp and 

• specific purposes such as celebration, promotion, and adornment.' 
Demonstrate self-direction in creatirig compositions for textiles. 
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Implementing Learning Outcomes in Textiles 



A studant should demonstrate knowledge of, and the ability to use, 
historical and eantimporary developmints in te^rtlles. Here are 
some possibilities. 'r 



Basic 



Trace the origins of simple tools and implements as an extension of 
the capabilities of the hand. ; ' 



I nveitigate traditions th&t are/ ' V 

• In evidlncfelocally, 

y of persortal relevance, and 

• of cultural relevance^ ^ 

- -r. ^ . ..................... ...... ... ... . . 

Tllustrate that in the^^xtile arts, fibre cr^tionl fabric constructiOT, 
and fabric embellishment remain HJnchanged through the ages 
although new^ materials and machinery are continually being 
developed, . : . 

Discuss fhup influenc^/on the evolution of textile arts, of . 

• natura^l cycles (seasonf^ a^^ . ^ 

• man's basicVneeds (shelter. clpthihg,%eligiQn, atatus, basketsK 

• inventions (I.e., in the Industrial^Revola^ 

Deijioristrate tn awarinesl of current local/ national, and in- 
selec 



ternational work in selected textile arts an 



Research. the role of the textile artist in contemporary en- 
vironments> • / , ' 



Advanoad 



Acquire an imdepth knowledge of selected historical and con- 
temporary development in fibre drts, and demonstrate increased 
.skill in>esearchihg developments for both personal and commercial 



. i" 
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Consider personal skills and interest in relation to career op- 
portunities in textiles such as , 



• studio artistry^ 

• fabric design, ' 

• fabric printingi 

• qostume design^ ' 

• interior design, and 

• home economics. 
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Imjiiamentinf Learning Outoomas in Textiles 



A student should demonstrate knowledge of^ and the ability to use, 
reasoned eritlcism related to textiles. Here are some possibilities. 



Look at textile wotks and form and Justify personal responses based . 
on raeognition and descriptfon of 

• design elements such as color* tone, shape^ lineup and texture and 
their relationships, \ 

• specific design principles such as balance, rhythm, unity, con- 
trast, and emphasis and thilr relationships, 

• specific expressive qualities and images through discussion 
points such as feelings suggested (anger, jo^, confusion), possible 
setting (personal, publlc)t possible ownership (status, meaning 
symbol interprttation), and artists (intent, craftsmanship,, social, 
significance). ^ - \^ 



Fornl and Justify personal value judgements based on the above 
criteria. 



Develop strategies and apply acquired critical skills in making per- 
sonal value judgenients about 

• one's own work, and - ^ # 

• the work of others. 

Qlvi reasoned respoiises to critical statements In relation to textile 
works. ^ ■ , ^ 



Advanbtd 



Respond critically to textile works on the basis of technique, 
cujture, historic significance,*' imagery, and purpose. 

• Research and compile information. 

• Review basic criteria for forming an initial personal judgement 

• Research pertinent Judgements of others. 

Form and justify personal value judgements based on the above ^ 
criteria. . 




Apply acquired critical skills that will , - ; 

• guide personal direction In a textlJe project, ^ 

• allow discrimination and appreciation of fine craftsrnanship in^ 
textiles, and ..; 

• Influence personal choices as a consumer. 

Consider ahd debate critical commentary lin relation to textile work, v 
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Impiemsnting Learning Outeojmes in Textiles 



A student should demonstrate knowledge oft and the ability to use, 
the ippilcations of materials, tools and equipmentt and processes 
of art In textiles. Here are some possibilities. 



The Use of Materials 



Become familiar wifh materials concerned with fibre oonstruotion. 

• Examine local and readily available sources of materials suitable 
^ for spinning* 

• Make personil selections of a variety of materials suitable: for 
spinning such as protein sources (haifi fur, silk), cellulose sour- 
ces (flaXj jutei sisalp nettle, pineapple, cotton)* and man-made 
sources (acetate rayon). 

• Examine unspun fibres by the Unravelling of existing fibres and tfy 
" looking at fibres jn found materials such as plastics (tapes, 

straws), vegetable matter (twigs, grasses), and leather varieties. 

• Select unspun iflbres from traditional, non-traditional, and 
recycled materials from metallic sources (aluminum, coppbf, 
gold, silver) arid plastic sources (videotape, plastic bags). 

• Experiment with suitable simple dyes for fibres to illustrate dyes 
for protein fibres (acid-based dyes, natural dyes from vegetable, 
animal, and mineral sources). Produce and select suitable dye 
ranges af both natural and synthetic origin for selected fibres, 



Become familiar with materials concerned with fabric oonstruotlon. 

• Examine materials that could bemused to make a loom (branches, 
driftwood, cardboard, pie plates, , boxes, plastic, Styrofoam, 
drinking straws). ' ^ 

• Experiment with materials that could belwoven for strength, tex- 
*ture, rand: tehs-ion variabilities (traditfprial and non-traditional 
.materials, natural aTid synthetic fibres, or '"Unweaving*' samples 

of a variety of found woven fabrics). \ ^. 

• Explore materials that could be suitably used iTi other simple 
fabric-construction processes (knitting, knotting, ^^braiding). 

• Explore textile materials by using them in other areas- of visual 
expression such as architecture (interior and exterior), ceramics 
(texturing clay), drawing and painting (collagelj jewellery, photo- 
si Ik-screen on fabric, printmaking, (collagraph, screening, stamp- 
ing), and. soft sculpture, or in display. 



Become familiar 
embellishments 



with materials concerned with fabrio-surfaEe 



• Experiment with materials suitable fo^a basic stitchery, appliqu^ 
and/or hooking plain, printed, transparent, or textured fabrics, ' 
various yarns, threads, sequins, feathers, leather, vinyl and found 
materials, lace and trims). ■ 

" . ■ ' ' ^ 157 
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• Produce materials suitable for specific stitchery, applique, 
hooking, and dyed or printed projects. 

• Explore fabric dyes and* inks in ternris of sources (natural, syn- 
thetic), dye resist materials (wai^, t!es» tapesp paste), and thickeh- 
ed dyes and fabric inks for block printing or stancllHng. 

• .Demonstrate knowledge of fabric surface embellishment 
materials by using them in projects in other areas of visual ex- 
pression (theatricar costumes, architectural designs such as ban» 
ners, curtains, dividers, and screens, cpllairaphs, soft sculptures, 
clothing design). 



The Use of tools and Equipment 



Become familiar with safety factors In dealing with tools and equip- 
ment.^.' ..- ■ . 

• Learn procedures for the safe use of vats, particularly those 
rtquirlhg heat and venting. 

• ilearn procedures for using dye chemicals and solvents. 

• Learn procedures for the safe use of equipment and tools with 
moving parts (drum carders, sewing machines, IpomSi spinning 
wheels). 

• L^arn procedures : for using sharp tools needles, scissors, 
hookers)*: V . 

Learn thr proper and skillful use of tools and equipment and 

f . 



demonstrate- an understanding of 

• traditional ways of approaching and handling, 

• traditional functions, and ^ ^ 

• reasonable non-traditional and experimental uses. 



Maintenance of tools arid equipment — the student sho d be able 
to recognize the need, and develop the ability, to malnt^^ . tools and 
equipment by 

^ • servicing, " 

• conducting rputirie cleanlng, 

• rhaking simple^ repairs, and ' . • 

• reporting situations requiring major attention. 

Learn the construction of tools and Gquipmentr' 

• Demonstrate an awareness of different types and models. . 

• Build simple but workable Implements such as spindle, branch 
= looms, heddle bars, swords and piQkyp sticks, shuttleSi beaters, 
•• 'stampSi and printing beds. 
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Thi Ust of PrQcasses 



Be familiar with (Ibre construotion procissis such.as spinning and 
involving ---^ 

• preparation (wash, tease, card), and ^ ^ . 

• technique (fingen ipindlef^wheelt plVr hraid). 



Be familiar with prp^cessei involving unspun fibres (shred, itripj 
unravel, twist. 



Be familiar with fibre dyeing processes invQiving 

• fibre preparation (skein, washr weighs measure, label), 
• -dyes for cellulose fibrei^ (haturalr synthetic)^ 

• dyes for protein fibres (natural, synthetic). 



Increased s4<ill in . . ^ 

• selecting processes suited to Intentionss 

• the traditional processes for fibre creation, and 

• the inventive us# of processes. 



Demonstrate an awareness of the Gortimercial processes jjsed for 
fibre construction in the textile industry such as 



• mill weaving, 

• carding, and 

• spinning. 



Be famHlar with fabric p onstruetion propesses sueh as weaving, 
involving' ^ . 

• 'preparation, (choice of warp threads,^ maasyrement of warp for 

specific equipment and projects, warp-weighted, continuous. In- 
dividual), ' ] ' i 

^ • ' ' ■ ■ ' ' ■ • - _ _ - ^ ^ - - 

• teohniquei as required by specific looms (finger, tapestry frime, 

card or tablet, inkle, Salish, harness, basketry)* and * 

• weaves (plarn orvtabby, twill and satin and their combinations, 
knots, qhains, and twines). ^ . ^ ^ 



Be familiar with processes involving non-woven fabric such as 

• felt,. ■ • ^ \ 

• knotr macra me, twine, sprang, * 




^^^^^^^ 
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■• braidi . . ■ ^ • ^ = =■.":".. . . ■ 

■ knit, ■ . = :. ■ 

• crochet ■ . " 

• wrapp and . . : . 

• Jaca ■ • "- ■■ ' ■ 

Be familiar with, combination tachniques. 

Be familiar with finishing and presentation techniques involvini 

• tie-off warpSi . 

• hanging, 

• stretch in^V 

• mounting, .'■ . 

• framing, and - ~ : , 

• blocking, . 

Demonstrate tncreased skill in fabric construction processes 
Invdiving * 

• the. employment of traditional processes for fabric creation, - 

• the inventive use of processes for fabric creation, 

• the utilization of processes efficiently, and 

• finishing" and' presenting created fabric. 



^Become aware of commercial processes for fabric construction 
used in the textile Industry such as 

• -mill weaving, and - 

• mill-knitting. V — _ , 



Be familiar with fabrie embellishment pfocesses for stit&hery 

(embroidery), involving . . , , 

• hand processes (traditional, free), ^ 

• machine processes (machine programmed, free), 

• cpmblnatlons of the above (collage, applique and reverse gp- 
pilque, *quiltingi patchwork, trapunto, Italian, shadow), 

• combinations of the above to achieve three-dimensional effects 
(stuff, pad, relief, soft sculpture), and 

• finishing and presentation (block, stretch, mount, frame,, hand). 





♦ •.-^••.■•,".-.:?T,!('.'.*V. v'f. : 
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hooking, 



Be familiar with fabric embellishmsnt process 
involving 

• preparation (selection of materials including, backmgi stretching, 
and drawing on cartbons), , ^ * . 

• techniques (punch, latch)r and 

9 finishing (back, edge, 'trim, frame). : 



Be familier w^th fabric embellishment pr.ocess for fabric printing, 
involving^ / 

• the pr^aration of fabric (launder, scour), : 



• the preparation of beds (pads), 

• methot^s for block (llno^ vegetable, stamp, found objects) flock, 
flock mordant, rollers, stenqi Is (card, screen), and dlschargep and 

• finishing and presentation processes such as fixation (steam, 
iron, oxidation, hwat) mountinf, matting, and draping. 

. : ; . . ^' ; ■ . / ^ . ■■ 

Be familiar with fabric embellishment processei for fabric dyeing, 
involving . v 

• preparation, (washing, scouring, eliminating perma-press), 

• methods for resist, tie-stltch, dye, wax batik, brushed, print, 
tjant— paste, tape,'spray — air brush^ paint, discharge, screen), 
and . ^ 

• finishing and presentation (fixation —^steam, iron, oxidatfon, heat 
— hfiount, matt, drape,' frame), and 

• combinations of the above methods. 



Increase skill in ! : 

• the emplpyment of traditional processes for fabric 
embellishment, ' 

• the Inventive use of processes for fabric embellishment, 

• combining processes for fabric embellishment, and 

• processes of finishing and presenting embellished, fabrics. 



Become aw&re of commercial processes used fabric surface em- 
beNishment In the textile industry such^ as 

• roller printing, \ ^ 

• silk screening, / . '_ ' v - 

• heat press transferring, and 

• air brushing. 
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A studant shQuld demonstrate knovyledge ©f, and the abijity to use, 
vocibulary in textiles. Hire are some possibjilties. . 

^ecome familfar with terms_feiated/tb ipinnlngp such' as * 

Wrdinft . ■ "^1 f ^ 

fleece. 

ir^^the-grease, / 




Beconie familrar With terms related to waavlngj iuch as 

• backstrap, 

• beami 

• beatefp 

• bbbbin, 

• breast beam, 

• bubbling, 

• butterfly, 

• cloth beam, 

• cohtinuous warp, 

• jdbvetail/ < 

• ends, 

• fringe, / 

• headings 

• heddle, . 

• Inlay, 

• loom, 

• ^le,/ 

• plain weave. 




• twinin 
•\warp, 

• warp beam, 

• warp facer 

• warpNitIck, * 

• weft, aM 

• yyeayer's^f ngle. 
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Be familiar with terms related to other fabrle aonstruction methods 



SUCH as - 

• croehet, . 

• half-hitehj 

• harld bobbin, 

• knitting 

• felt, 

• maorame, 

• overhand knoti 

• sinnet, and 

• square knot 



Be .familiaf with^ terrns. related in stiteliing, such as 



• applique* * 

• backing 

• fabric collage, 

• hooking, 

• knotted stitches, 

• looped itrtohes. 



• patchwork, . 

• qurltinji, 

6 reverse appliquaj 

• straight stitches, and 

• trapunto. - 



Be familiar with terms related to dyeing, such as 



• acid dyei, 

• aniline dyes.s ■ 

• batik, 

• dye, 

• dye l^ath, 

• dye stuffy 

• dye ~ liquor ratio, 

• fastness, 

• mordanting, mordant, 



• oxidation, 

• reactive dyes, 

• resist 

• skein, 

• substantive dye, 

• tjanting tobi, 

• tjap, 

• vati and 
vat dyes. 



Be familiar with terms related to printing 



• block, 

• counter change, 

• f igurep 

• figure — ground reversal, 

• fJocHin& 



• motif, 

• printing bed, 

• registration, registration stops, 

• stampi stamp bedj ind 

• stencil. 




200 CONTENT RESOUReBS; 



EKLC 



IMAflERy 



Know^ . . . .thit images can bt developed m a 

variety of ways for a variety of purposes 

Apply. . — . . . . images following specific strategies and 
. . approachei / 

Consider. .... .the luitabilrty of images In relation to 

tent, materials* and . processes and the 
' influence. of these on. the image 



ELIMENTS AND FRINGIFLES OF DESmN 

^ . • • ■ ■ f . 

KnQW< the el^ients and principles of design 

Apply J^. ....... the elements and principles of design 

Consider. ... . -analyze and evaluate the use of the 
elements and ^rmciples of design in 
, selected works ^ ^ 



HISTORICAL AND CONTiMFORARY DEVELOFMiNTS' 

Know. ........ that there is a rich continuUim of -art 

throughout^ history ^ 

Appty^ specific historical developments to work 

Consider ..selected historical a^ contemporary 

developments. 



REASONED eRiTICISM 

Know ^ ..... . that theri are strategies for criticizing. 

art 

Apply. ...... ^. critical strategies to selected art works 

Consider. ..... the role of criticism in art 



GiUMiei' . Basic 



'Rnpw , , * . ^ . * I thit i virlity of Imagis an ipproprliti 
i for iiprlliionJn Qirimies 

'•^pply....-,;..imipi ^^luitibir, for "eiFimiGl " by 
'r : iKiniiftlni i fingi of nityf3l,;inin"fnide, ■ 
' . -■. jfid iniiiiniry'tocii: ■ :^ " ' ., 

Ceniidef. V. ; . Jniips in cirimics uilng i ^gpbif of / 



■ElstRinti Pririeiplii of Disign ^ 

Know...... liM.elimintsindprl^^ 

V . ' diilgn cin bt implisli^ Ifi girifnlor 

'Apply. Ml , i . . . thi ijiminti and prindiplii of diilgn to ^ 
■ \ itapi/of Giramic wofk^', 

;Coifeidef,.*ir.thi : InflyinQi of ; thi: imphW^^^ 
; " ilifninti and prinElpiii of dapiin in 




DRAWING AND PAINTINIi tow.; 



ConsWir.. 



..thit a. variaty of imaiii'eiri ex^ 
' . pfiiiid thrsuilf driwini ind pilntini- 

. Jmipi suitable for use in iriwlnpnd 
■ ■piintlni fgliDwing^ spiGlfle itritipi 
.and ippFSich^' ^ . 

;Jmigii Jn diiwini and' paintlnl ae-. 
^ " cord fng' to 'i hi niter- of Gf iter ii:' ' ^ "'-r 



C^iidir.. 



.tHit iilietad ilimenti and prjnciplis $f 
diiign Ein bi imphiillid In drawn ind 
pilntid works 

"thi ilimants and princlplas of diiign to^ 
driwn'ind pilfitid wofki;. 

\.the intluince'af thi ilimintr 
^;^ijp|ai gf dlsiin in.driwtn|l^ 
troiTi Varioui pDinti of vliw; ■ - ^ = r 



GRAPHICS 





^ drawing- arid paintl^^pKl^ 

.'ippraclati' ■ and -■^'evalgatVtlmift!?!!"^^^ 
' ^suitability; with " confidenee '^m'^iM^"M'k'^^^&'' 



' . ■ Know... 



.. thit viriity of ifflip. oin bijx^ 
. pnM in griptiic:fprm 

.jmipi which ire sultibii for uSi ifl" 
vifIous gfiphie iriii ; - . ■ 

.'graphic IfTiaiiiiecerdinitoa nymbirof" 
critifli' • 



. . . that seleetid iliminfi and pfiMlplie of 
;diil|n can ba amphaailid In ifiphle: 

.■ ; ■ .. . ■ / ■ 

Appl/i ........ thi eiimenti and prindTplaa of dasign to^ 

,\ fii ■ iriphie wofki, ■ ' ^ ' 

Canil#. ..... the Inf luancS: of the elifnints ind prin- 

eip|ii of diii|n inpphiciffoni varlgys 
/ .■pQinti of viiW: . . ' ^ , - 



Ce ramies (uotit 



Historisal and continlporary welQpininti 

/!i ind dgmonitrati aWirineis sf mB!(\\i% .: 
■ i|^plrl of thi hiriligi gf Ift V ' ;\ 

,i..knowlBdp pined from' itudyini . 
'•.ohlitancil M^^-mm^omf develops = * 



Know. 
Apply, 



Consider. -;/.v4he significance' of historical and cgn- 
■ •• j.Vi^ J|mpQriry.devilopmentrin mfiuinsini' 
'i ■ ' -liramic.fsfm.^ ' . . ■ . 



■Reaionefi Criticlini 



Know. . itritigliifDrgViiyitingeirimic warki 

Apply critical itrat€|ill Ip spicific eeramic 

worki ; . , 

'^niider.....^and appreciats eriticil cornmgnts =m 
' ■ rilitign to cifamiEi 



vKngwrii-rin uthat certain ftlstsri^lind oante^ponry . 
- * " diVilspffiiRls in hm\u m ol pir- 
§@na| inigfiit \ ' 

..Apily<...,sJ,.§ilectid hiitsficlhind-cont^mpQriry 
divglopmints ;lB.proig£ti in eSrifpies .. 

vC4ni!dir...o4he siinifiEinEi of hjstorieal andicon*;- 
.\ : ■ Umporiry^ divglepn^snts in caramisi. 
' " with confidincs and silMnitiatN 



; Mm , . . . . ^ end f urther develop pgrsonal strattgieii;^ 
" - _{Qr lyiiuating CirimlG'wQfks 

Apply... ind rispend to the use of gritleal 

" stfitiglii .with inerfiiia f jyenl^^ 

Conildir. ; . ? . jpprieiiti: ind ivalyite critical coW - 
^ mgnts in rglition to various aspeets of 
ceramics' ^ 



Drawing "and ^ ' ^^'^p^- 
Paihting {cQnb.J 

Apply, 



...ind dimofiitriti iWinnaii.'of, drawing 
iftd painlini as part^of the 'herit'i|e of 
art ■ i ■ . ^ 

,.knDwlidii-. |iind^ t^gfD itudyiFi. 
. hlitarii^il ind eontimpsral:y develop^" 
^ '"V ' ment|Mr^ drawing and painting 

- Cftnsider. . the -signifiElnEi^gf . hiitQfiei|^ind,@Bn-. 
/ ■ = _ t€m[\Qrary devilopTninti in inffeincin| 
■■ V drawing'in^ pamtini ^ , » ■ 



, , . Know - . \ i> that iirtain hiilorici!l and cqntemporiry ;f 
-7^.^ -;■ ^ V deviispman^' in dni^ing and p'linting: 
* ^ ' ' are or parsgnai infirist , . . 

:- App|y.,.....v.sdiEtid hiitoricll Ind Gontimporiry : 
■■ ■ : ^: dgvaispm^nt^to prpject^indrawirtiinl' 
* painting . . i* \ ' 

€ensidtf.r.r'v,th"s signlfieanGo of 
■ ,-. .itempsfipy davelopment§' in pphiEi 
' . ,^ilh confidinoi and siifHnitlativi: . 



Know,..:.....^itriti|iii for evalyating drpwn and 
paintid works 

Apply. ........ .cntiearstrateiies to specific drawn and 

punted works ■ , - " . 

Coniider.,....ind. ippr^ciiti cntiQal con^menti 

re!iflon-to--driwini"and paintini ^ ^ 



Know. 
Apply.; 



...and fyrthin^j9p:p§fi6na| str 
'for ivaiuatisgl^^n and pilntid works 



.ind fespoM to^ the m of critical 
stritigtes with increased' fluency 



Csnsidir. . , . .^apprielatt-apd ^a^laatrTeritlcil qrn- f;^^*;^-! 
. mants in relation to varlflus npiets of " •? ' v 
drawing ind painting ' ■ ! ' ' . . 



Grifphici -fcontf.^ 



Know - ...... .and demonstrate iwiriniii of griphlcl 

\ ' as part of ttii hirilage of art 

Apply. ... . ...... knowlidgi pined, vffom .studying 

■hytofical. and eontemporary divelop 
' ■ ■ menu in ir^phiEs 

iConiider.'.. ...the signifieaiGi of hiitarieal and qorl^ 
. " . tirnporify diviiopfrients m influencmg 
. » _ graphici _ . _ 



Know. , , . . . . stratagiil f@r ii^aluatmg grip hi ^ works : 

Apply.... critical strate|ies to" spicifie. graphic 
■ works- ■ 

Consider...... and appreciate critical comrpints in 

' - rilation to graphics 



;,ERiC 



. 'fingw. , that cirtilit historical and ^qntemporary 
developments in graphic^ ife qf, per-^ 
sonal interest 

Apply piactid hiltorical and dontimporipy 
/ :' ,divi|Qpnients to projects in graphics 

Csniider thi^sigHlficance of historical and con- 
temporary dovelopments In griphici 
with cgnfidenfexand §e|f'initiatlva ^ ' 



r 



Know^ , , . M M .and further divilop personal, stratigiis^ 
for iviluating graphic works 

Apply. -I, .and respond to the yse of critical, 
strategies ifi/ith incfiised fluency, , _ 

Consider M,,..ippr|clite and ivalyite critical com- 
' ' '-minti in relation to varioyi ispects.c^ 
graphics ' . , 




Eliiinti ana PrlnaipliS of Dfesign 



S£UL»TUIIE Baiig 



Hnpw......,„ti]it a variety of imaggs can Be 

• prassid in varioui leulptyri km% ' 

Apply.,,,..,. Jmiges which an luitibli far uii iii 
virioui sculpture areii ■ 

Considif > . * . . , iniagii In sculpted forniii iceofdini to i 

• numbif ofcntifia 



Mm \m iilietid ilamints and prindplii of 

: ..: _ ^^^'S^ irflphasizid: In leulptufl 
~ r ' ~ ^gfiti ... 

■ Apply, t . M . . . Jhi elements and pf Ineiplei of deilgnlQ . 
iQulpture works 

= . Consider. *^*.,ttii Influence of the elafDints and prln= 
ciplei of design in joylptyri from 
^ virious palnti of view ■ ^ 



> " ''^ ■ ' -^'^V''!^-*^" esnfidence antf Silf-inltrativi ' ^ - ^-fili 



TftTILil Saiie 



Know. 



Apply. 



Coniidir..' 



'M\ i viriity of imagii in ipproprliti . 
far ixpfiiilon in teJitili art larmi 

Jmapi Which in sultible for spiDlflc' 
textili^ariii ■ ■ . ■ 



: . . images in afias aggordirig to a 
■ nufnber of oritiria 



Knaw,vi..,...thit iilicied liimints and pflnoiplii of ■ 
design can it eiflpliailzed in tixtlli 



Consider. 



ithi alamenti and principlis of diiign to 
Itiges Qf tixtili wofk 

.the Influinci of thi eniphilizid 
ilemanta ind princlplii of di§i|n In tix^ =^ 
till irti from various pqints of vliw 



V ^ ■; ■- ' Advanced Knew . . . 



. thit csrtsif) iiti3|is-ir§ iyiti&ie fsrper^; 
jonaj dav&lapiTiiflt In.tKtilei 

Jniips-^ltH "indipindenei arid ssif-.?-; 4.^5 



CQnsldi^....:ipppieiiti -and eviluati jmigi- 
■ ' - suilibility in tirtilas wlth epRfidince 
" ind'iilMnitiative 




listoried Jnd ConI 
Sculpture (cent J 

. . Apply, =- 



alopants 



andlg^oriitrati awirineisofKulptyfi 
IS p& of the Nflta|e of irt ■ 



.knQ^led|i = pjnid from' studyini' 
tiiitofical and contefnpofify davelep* 
• mmti in sculpture ■ 

Jhi^iignifieanei of hiitsricil and cpn- 
tifflporary divilopntinti in Influmcing 
SGulpluri 



Kn§Wi ; . . M ; M eirtain hlstofiial ipd cantiniKrifif ; 

■ .Wopmanti \n liylpturi are of par- 
' "■■ -■■ •■• senil-interist - ■■ 



Apply,,., 
Gonildif, 



iivilipniinti Id projigts Id iouli^yri . 'j 

;.tht significance of hiitQrical |nd--£on- ' 
' tginperary developminti In; icy^turi v 
with eonFidefiii and silf*lflitlitivi' > v-,^; 



Textilei (cont. 



Know.,,., 
Apply..... 

:Con§id€f:i 



jnd demonilriti iwifgnfss of tptilis 
as pift of thi haritip of irt 

.knowladp pined -frgni studyln| 
hiitorisil and cgntinipsriry deirilap- 
ments in tixtiliS; 

M siifiificanca of hiitorical' and con^ 
tempofify davilopments In inf|yiicin| 
tejitiler 



Know. A.v.i.^thit certiin historical and osntiinpfy, 
■ . toalopments in tartile art! in f pir- 
ional intarait . | 

ftpply , ; . , . , . V Silgbtad... hlitiricaL M mimimy^ 
■ \ " diviloptnte tQ prolscte In-taxtfjil " 

£ensidif......th& iignificance of historical afiicsn- . 

" tarnporlfydivilDpnien^^ 
. with Eonfidinci and lilf-inltiitkr. , 



Riasonid Critiaip 



Know.......;jtriteiies far lyiluitlni iculplyrii 

works 

Apply.*./',.. ..critical itfate|jai' to ipicific sculpture 
wsrki ■■ r , . 

Coniidir .and Mppficiita criticil comfnints In 

' "rilationio scutpturi 



linowi. .ind fyrthir develop personal strateg}|Si)5^=fe:;!^^^^ 
■ In ivaluitini leulptufi ^rki ; 4,0^1^^:0^ 



Apply. arid raipflnd " to 'ISi lii'ef rSFlHal;:?^^^^^^^^ 
' ' itfiteiiii i^jEh inereasad fjuene^;;!;-^^^^^^^^^ 




Know. .sirategiei for evaiuajing Kile wgrks.. 

Apply, ■ . . . ..eritlcil iiritagiiS to ipeeific ^tetlja 

. CQneider....Mand appreciate critical .cQfnmefits.Jn 
■ rilation to teKtili wofki .. 



■ "'Know...; 

■■ ■ Apply.... 

i.-'., i . , ,. -- .. ^' 

. \: '.'CDnij^ar. 



..jndfyrther, develop persenil stfl^es.;,;';.,^^^^^^ 
. ' -for i^^luating.iixtiirworks a^^j^ 

..,ind raipond- to' the use "of cHti^@;i?|||^ 
i.~itf2tegies.with toiiiid f[y5nEjfv^.^;^t^iJJiififi4l*?^=^^p 

....appreciate andj^^lyiti.cfitleal coin-^//;^v^,? '^^ 
ments In feliti^n to ^^rldus isp€lt.s §f . ■ "f;- 
teJtillfi works ' ' ' ':'\:^^•^\ir}^:f^^^\^^ 
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